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PREFACE. 



The only necessity for a preface to this little book is to 
explain tliat the work is not doBigned to take the place of 
text- books, works on harmony or thorough - baes, or those 
interesting lives of the great mnsicians which competent 
writers have given to ns. Its object is only to interest 
yonng stadents in mnsic in the teehniqne of their art, 
and in the asBOciations amid which great masters have 
worked. Only such rnles of harmony are given ae have a 
direct bearing upon the subject or composition under dis- 
cnssion, and these I have presented, after comparing them 
with standard authoritieB, in as simple a fashion as possi- 
ble, relying npon any reader who is a thoughtful student 
progressing to technical study nnder a scientific instrnctor. 
Meanwhile some impetuB and enthusiasm may be added, 
from reading this Bimple story of an art which all nations 
are in some fashion developing to-day, and which had its 
origin in an age that gave a significance to the victor crown 
of bay-leaves and laurel. 
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THE STORY OF MUSIC AND MUSICIANS. 



The tiana-forte.— Its History,— Clavichoni, Virginal, and Spinet— Aziec- 
dote of Queen Elizabetfi. — An Old Harpsichord. — Piano-forte playing 
in Qie Time of Bacli, Mozart, and Beetlioven. 

I WOMDBE how many yonng people who sit down to 
practise or take a leseoQ at tlie piano-forte know the story 
of the inetrament now familiar in every honeehold of the 
civilized world. Look at it as we have it to-day, alra<«t 
perfect in size and quality and tone. It ie capable of pro- 
ducing the fullest and the softest sounds, just as its name 
indicates, for piano means soft, and forte means loud. Can 
you realize that little more than a hundred years ago pianos 
were a rarity J Only one or two makers produced any in- 
struments worthy of the name, and few households possessed 
one. " Bnt," I can hear my young readers exclaim, " the 
music we play on our pianos — Bach and Hadyn, as well as 
old English airs— were certainly played on some horizontal 
instniment" Of coarse they were, but not on onr kind of 
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The Story of Music and Musicians. 

piano-fortes ; and the story I am 
going to tell will take you back far 
into the Bixteenth centnry, when 
ladies of rank, and monks and nuns, 
and Boiue troubadours, bad the in- 
§ etruoiente from which our piano is 
S3 descended. Such were known as 
S the clavichord and virginal. 
S The clavichord was perfected 
S about 1500, and the name was de- 
I rived from clavi (a key) and chorda 
^ (a string); so yon see at once that 
g it contained the two principal ele- 
a inenta of our piano-forte. Althongh 
I it went out of use in Bach's day, 
''. yet that dear old niastei', whose ga- 
ff vottes all our young people are 
i playing now, loved to use it. The 
5 piano-forte had been invented, but 
g Bach loved his old clavichord. Ab 
he sat thrumming it, I think he 
liked to fancy himself away in the 
early aixteentli-centnry days, when 
Henry tlie Seventh's court enjoy- 
ed madrigals and queer little bits 
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The Virginal. 15 

of music on the same sort of an iDstruinent. Following 
the clavichord, we have that graceful, romantic instrument 
called the virginal. This was an improveraent on the clavi- 
chord; and towards the close of the sixteenth century we 
find its name in poetry, 
romance, biography — 
indeed in history. 

The virginal prodnced 
a low, tinkling sort of 
sound not unlike that 
of the German zither. 
Only ladies of quality, 
musicians, or nuns or 
monks in convents, per- 
formed npon the virgin- 
al; and BO I think we 
associate it with all the 
grace and beauty and the 
slow stateliness of that vebgikiil. 

romantic epoch. When 

I think of a virginal it seems to me to bring many sngges- 
tions of rich colors, softly fading lights, the flash of jewels 
or the movement of white hands, of oak wainscoting and 
tapestried walls — perhaps some very sad and sorrowing 
heart, perhaps some yonng and hopeful one, but always 
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i6 The Story of Music and Musicians. 

something tliat ib picturesque and dreamy. Perhaps we 
would not tbiuk it eo sweet an instrument to-day, bat as- 
snredly in the sixteenth century it moved people to very 
tender, elevated thoughts. Shakespeare wrote of it with 
deep feeling, and there are BOine quaint lines of Speusor^s 
about it — 
"Mj love doth ^t . . . placing alone, careless, on her heavenlj virginals." 

In 1583 Sir James Melvil was sent by Mary Stuart to 
England as ambassador, and in bis memoirs he relates how 
he heard Qaeen Elizabeth play. He says that Lord Huns- 
den took bim up into a " quiet gallery," where, unknown to 
the queen, be might hear her play. The two gentlemen 
stood outside a tapestried door - way, from within which 
came the soft tinkle, tinkle of the virginal, I wish he had 
told us what the Queen was playing. Presently, it appears, 
bis curiosity to see her Majesty overcame his prudence, and 
be softly raised the cnrtain and went into the room. The 
queen played on "a melody which ravished him," he says, 
but for some moments did not see any one was listening. 
Is it not a pretty picture ? 

At that time the Queen had not lost the charm of youth, 
and in her splendid dress, with her head down -bent, her 
figure at the quaint virginal against the rich and sombre 
colors of the room, must have looked charming to the silent 
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Queen Elizabeth and the Ambassador. ij 

Scotch gentleman just inside the door-way liBteniug in rapt 
attention. It is eg poetic a pictnre of the time we c^n al- 
most hear her music ; and if we read on a little farther, we 
Bee that the Queen, suddenly seeing Sir James, came for- 
ward, remonstrating with liioi for having come in, for, she 



said, she was not used to play before people, but only to 
" shnn melancholy." Then she sat down upon a low cush- 
ion, and honest Sir James, according to the cnstom of the 
time, fell upon his knees before her. The Queen, with a 
truly feminine spirit, inquired whether he thought she or 

a 
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1 8 The Story of Music and Musicians. 

Mary Queen of Scots plajed the best. Sir James said that 
Ilia sovereign plajed "reasonably for a queen." This an- 
swer would not serve to-day, as the Qneen of Eugland is 
one of the most perfect of amateur ninsicians. 

The virginal and spinet belong to the same period. From 
them, as need of a more elaborate performance grew, we 
have the harpsichord. A very fine harpsichord looked some- 
thing like a grand piano, but it bad two rows of keys, one 
upper and one lower. I shall not Iiere go into a descrip- 
tion of the harpsichord. It is only needful to say that it 
was the outgrowth of clavichord and virginal and spinet, 
and had some of the defects as well as the good points of 
all three. 

Oar graoduiothers plajed upon harpsichords. They were 
tinkling little affairs, yet I fancy that Mozart's and Haydn's 
music mnst have sounded very quaint and pleasing upon 
tliem. Where have they all vanished to, I wonder? Along 
with the flowery brocaded gowns, the slender fans, the pow- 
der and patches and paint, of that dear old timet 

In an old house I once visited, a harpsichord of seventeen 
hundred and something used to stand neglected and disused 
in an upper hall. Sometimes we children thrummed waltz- 
es tipon it; sometimes I remember oar getting out a faded 
old music-book with the picture of a shepherdess on it, and 
picking oat the funny little songs that were printed there a 
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The Harpiichord. 19 

hnndred years ago. On the fly-leaf of the book was writ- 
ten, in a very floarifihy hand, "To Isabel, from J ." 

Wlio was Isabel, and who was J , we tiBed to wonder. 

I can fancy that the mueic she played to please her 



S BABFSICHORD, 



mamma and papa, and perhaps her uncles and annts, was 
of a very primitive order, for when harpsichords were used 
yonng ladies were not at all proficient. Mnsic was then 
considered a "genteel" sort of accomplishment, and good 
mastere were very rare, and never tried to make their pn- 
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pils do more than strike the notee correctly and in good 
"diim-dum'' sort of time. Consider oup advantages now; 
and yet I fancy those young people of Isabel's day valued 
their musical instrnction much more tlian we do onrs. 

Well, then, from this pretty, pictnresqne harpsichord pe- 
riod we find onrselves by slow degrees in that of the piano, 
and I suppose the first thing yon will wish to know is how 
a piano-forte differs from these other instmraenta of which 
I have been writing. The principal difference is that the 
strings are struck with a hammer. About the heginning 
of the eighteenth century this idea had originated with three 
men at once — an Italian named Cristofari, a Frenchman 
named Marius, and a Grerman named Schroter; but all in- 
vestigators seem convinced that Cristofari was the real origi- 
nator. His ideas were the beet. So, later in the century, 
when harpsichords began to be thought incomplete, differ- 
ent makers tried to produce something better, and the re- 
Bult was the primitive piano-forte. 

At this time the composer Sebastian Bach was in Berlin. 
Frederick the Creat was eager to hear him play ; and as 
that famous sovereign possessed several of the new piano- 
fortes (or forte-pianos, as they then were called), Bach came 
one evening to the palace, where a crowd of gay ladies and 
gentlemen were assembled. 

The composer had to go from room to room, trying first 
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Improving the Piano-forte. 21 

otiu of the new pianos, tben another. These instruments 
were manufactured in Germany ; but, later, English and 
French pianos took the palm, and about the beginning of 
this century American ladies were growing proficient in the 
art of piano-playing — proficient at least for that day. Hare 
yon not all seen your grandmammas' mueic-books, in which 
" The Battle of Prague " is an honored " piece \" True, 
there were hundreds of nobler works, bnt only public per- 
formers eeem to have attempted tliein. 

Let ns see to what degree piano-forte playing had pro- 
gressed when Mozart died, in 1793, and when the great 
master, Ludwig von Beethoven, was a young man jast eu- 
tei-ing on his career of work- 
To begin with, let us look at the pianos of that day. Al- 
tliough the harpsichord had been gi'catly improved upon, 
the keys and strings yet needed eometbing to aid elasticity 
of touch. In Bach's day it liad been the cnstom to strike 
the key, drawing the fingers inward slightly, and a supple- 
ness of wrist, which masters think so much of at present, 
was not considered valuable. But with Hsydn and Mozart 
came a need of something iiner in the piano-forte itself, and 
musicians felt strongly the necessity of an improvement in 
the instrument whereby they could make more gradual 
effects. Many efforts to alter the strings and hammers for 
this purpose proved unsuccessful ; but at last the main dif- 
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ficulties were overcome, and before Beethoven's death, in 
1827, pianoB of various degi-ees of excellence were in use, 
with all the desired improvements. To this more than to 
anything else we owe the improvement in piaao-forte 
playing. 

At concerts daring this period the piano was largel/ 
used, and also in private honees ; bat lessooe from the best 
masters were rare, and, unless the pupil designed to pursue 
a musical career, few except the leading people of society 
studied piano-forte music. la general, the interest in it 
was not great. Poor Beethoven used often to writhe under 
what lie considered personal slights. A story is told of his 
once being at the honse of Prince with Hies, the fa- 
mous musician. They were invited to play together, and 
while in the midst of their performance a young nobleman 
at the lower end of the salon talked quite loudly witli bis 
companion. Beethoven glared at him once or twice in vain, 
and finally lifting Eies's hands from the piano, he called 
out, "Stop I I will not play for such dogst" and away lie 
went, in spite of every attempt to an apology. 

Such intermptions to niusie in a d rawing - room occur 
often enoQgh now ; but in tlie beginning of this century, as 
I said, piano-forte performances were confined to a much 
smaller number, and naturally appreciation was not general. 
On the other hand, if a child showed any ability, it wiia 
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kept very closely to study. Mozart had papib who thought 
nothing of five hours' practice a day ; and Beethoven, when 
a boy, was kept to the piano for hours by means of a good 
beating every time he left it. 

The misery of a mnsical career at that time was certainly 
lack of general understanding of the art. Musicians had to 
procure for themselves noble patrons — rich ladies or gentle- 
men who woald help them on in their divine art, patronize 
their concerts, get pensions for them, or in some cases offer 
them homes where they might work aninolested by debt 
and other domestic trouble. In this way Beethoven lived a 
great part of the time at the honse of Piincess Lichnowsky, 
in Yienna. Mozart was also indebted to some friends for 
hospitality and inflnence,and indeed, where the public were 
so often unappreciative, private patronage had to be sought 
for, in order that the world might have many of the noble 
harmonies we possess to-day. 

In those days the famous composers or mnsicians were 
the only teachers, so that any young stndent who cared for 
his work had admirable opportunity to improve. Mozart 
gave lessons of great length, and seems to have enjoyed 
them heartily. Haydn had many papils, one of whom was 
Beethoven ; and we read that he paid Haydn eighteen cents 
a lesson I 

During that period which inclndes the last years of Mo- 
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zart'e life and the first of Beethoven's, between 1780 and 
1792, the way was being laid for Beethoven's grandest work, 
^nd yet we can hardly call it a transition state ; that is to 
Bay, a period of time when any art is undergoing a change 
which shall efEect its whole purpose. But with Beethoven 
came the perfection of the sonata and the symphony, and 
all performers, whether in public or private, who attempted 
hie works were compelled to understand technique and the 
use of their iingers on the key-board ; so that we may say, 
justly enough, that with Beethoven we seem almost to begin 
a new era in piano-forte music. 

I have told you the step upward old Bach made ; then 
Haydn went still farther, prepaiing the way for Beethoven's 
perfect work. Mozart's brilliancy and delicacy, both as a 
performer and a composer, helped the movement on in 
every way^ and during the first quarter of this century a 
number ^ men came into fame as masters in execution and 
composition as well. Indeed, with the beginning of this 
century piano - playing had reached a period of excellence 
which allowed a master to indulge all his feelings and ideas 
in composing for this instrument. 

In 1787 Beethoven, then a lad of about seventeen, visited 
Mozart in Vienna. It was about the time tliat "Don Gio- 
vanni" was being produced, and Mozart's mind was full of 
its importance, so that the visit seemed of much lees con- 
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Great Performers. 27 

sequence to liiiii than to Beethoven. The latter seated him- 
self at the piano, Mozart standing by waiting, good-hnmor- 
edlj, for one of the nsnal performances of " prodigies " 
whose parents destine them for the public. But the lad 
played so brilliantly that Mozart could not but believe that 
he was executing a well - prepared piece. Beethoven felt 
this, and eagerly begged Mozart to give him a theme and 
let him vary upon it. 

To this Mozart consented, and presently the room seemed 
to vibrate with the rush of harmony beneath Beethoven's 
touch. Mozart listened in silent admiration, and going 
softly npon tiptoe into the next room, said to some friends 
assembled there, 

"Pay attention to him. He will make a noise in the 
■world some day or other" — a prophecy soon fulfilled, 

Beethoven's touch was strong and masterly, but rather 
heavy, and as his deafness increased, his performances on the 
piano were almost painful to listen to. His left hand often 
remained unconsciously on the wrong chord. Mozart never 
lost the brilliancy of his playing. Haydn, it is said, made 
the piano "sing;" but to the musicians who followed Bee- 
thoven we owe the perfection of piano-forte playing and 
instruction. Moscheles. Mendelssohn, Chopin, and others 
realized the highest art in execution. Not very long ago 
a lady was recounting to me scenes in which, according to 



28 The Story of Music and Musicians. 

lier description, Mendelsaoljn and Moacheles performed act- 
ual marvels at the piano, the delicacj and lightness of both 
their ptyles reiniading her "of a forest full of delicioos 
birds." 

In the period of whieli I apeak now — that is, the begin- 
ning of this century — you will remember how little public 
appreciation of art existed, and bow bard the greatest men 
toiled for all they obtained. But love of art is powerful. 
It will carry any one of you over the roughest places ; and, 
in looking at yonr well-arranged exercises, try to remember 
those patient, eager students of eighty years ago, to whom 
every bit of help came so slowly that we of to-day ought to 
tliink our pathway cleared of every thorn. 

As time went on, and the interest in the Instrnroent 
grew, the mechanism of the piano-forte was improved, and 
at this date (1881) it is considered perfect. Here and there 
as yon play, as you listen to the sounds of the little hammer 
falling on the strings, let your thoughts wander back to 
Mary Queen of Scots and Elizabeth of England, with their 
virginals and spinets-^indeed, farther into the realm of po- 
etic, di-eamy sound, for beyond these were clavicytheriuma, 
citoles and citherns, dulcimers and psalteries, and in the 
East, among the people whom we see now in sculpture, a 
whole line of lyres and harps and lutes. 

It may not seem that so far away as early Egyptian days 
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was tlie first idea of our piano, yet certainly such is the 
case. In some far Eastern country yon miglit see, graven 
in stone of centnries gone by, a figure holding an instrn- 
ment dimly shadowing that on wliich you now may play 
all written music. 
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CHAPTER II. 

Musical Standards Yesterday and To-day.— How to Eojoy the Story of 
any ArL — A HarmoDj Class. — A Fascinating Story. — Early Nota- 
tiOQ. — A Musical Note-book. 

"What I want to hear from yon," said Ton Biilow to a 
yonng lady who applied to him for instruction, "ie a scale 
and an arpeggio," J 

The yonng lady played tlie scale of E minor, which is the 
one need, as a rale, in foreign conservatories as a test for a 
student's or beginner's capacity. Next the cliord of A flat 
in arpeggio. Again and again she had to repeat them, each 
time following some especial instruction from the master, 
and at the end of half an hoar she found herself doing them 
in a manner altogether new to herself, and certainly very 
much better than she had ever done them before. That 
half-hoar's experience, it seems to ine, was invaluable, for it 
tanght her that even when a thing seems to be well done 
it can always be improved upon, and that a scale which had 
seemed to her so simple a performance really meant far 
more than she or most young students appreciate. 
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I have )ieard elderly ladies Bay that when they were taught 
mnsic in the first decades of this century, tlie principal 
thing was the auioant of time they spent practising and the 
Dumber of pieces which they learned. To perform " The 
Battle of Pragne"or"TheDewdrop" waltz was all thatconld 
be espected from amateurs ; bnt in those days only profes- 
sional musicians really studied. I do not want to say any- 
thing against onr grandmothers' sincerity, but girls at school 
or under a governess in those days " took " music as they all 
took drawing-lessons. Is there any household, I wonder, 
where sonvenirs of the past are cherished, in which there 
are to be found no pictures of large, flat-looking flowers on 
pasteboard, or music-books full of painfully nnclassical lua- 
flic! Unfortunately, young people to-day "take" music very 
often with the same inartistic spirit, but happily such rare- 
ly perform except for their own families after they leave 
flchool. The student whose music nowadays is considered 
worth anything is the student who thinks and feels and is 
patient. 

Of course every school or conservatory has its own idea^, 
andji am sure my yonng readers can tell me of fifty difEei^ 
ent and perhaps equally excellent methods of teaching used 
by Ih^ir different teachers; but the main points, if success- 
ful, mnst be the same, and in this little work my object ie 
not so directly to teach, rather is it to help the student and 
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the teacher by a little outBide iinpetiiB — 8omething to make 
study seem more entertaining and worth while. 

Directly we begin to think of stndy as a science and a 
eyetem the impression is apt to be gained that of necessity 
the work must be dull and uninteresting; but in point of 
fact, as I hope to show you, the very science and system of 
music constitutes its firet charm ; we will find the history 
of the science little by little unfolds what makes it most ro- 
mantic and picturesque, and at last the dullest of five-finger 
exercises and most tiresome of scales will become invested 
with a sort of glamour or poetry which will be welcomed 
by the student who is really zealous as part of what one day 
will be the real glory of a great achievement. 

Now there ia nothing gained by going too rapidly in any 
study. Harmony, thorough-bass, counter-point, all of which 
mean about the same thing, and which constitute the sci- 
ence of music, are studies which the greatest masters have 
considered work for a lifetime; but instead of discouraging 
the yonng student, this should rather make him see how 
necessary it is to begin from the very beginning, to under- 
stand each day's work at the piano with some of its scien- 
tific meaning. All that I hope to do in these pages is to 
tell you the story of music, as it were, to offer some simple 
suggestions for piano practice and study, to give the mere 
rudiments of what is called theory, and to tell joh some- 
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thing of the lives of the great composers, the nuisical influ- 
ences of their times, aad to introdnce yon to certain of their . 
works. 

The world to-day is full of melody ; of mnsic such rs one 
hundred years ago could not have been produced. At con- 
certs all over this conntry, as well as in Europe, tlie very 
best ninsic is to be heard; therefore even young people in 
the andieiice should bring with thein a certain amount of 
technical knowledge. They should learn enough of theory 
to understand what is being produced by the great artists 
of the day. It is all very well to enjoy a fine orchestra, an 
opera, or an oratorio without troubling one's self about 
anything scientific connected with it, but really the history 
of all three is as charming as any fairy tale, and the very 
science in it, as I hope to show yon, has its pictures<]ue side; 
so that yoH need never feel it dull work, this following the 
study of music with a conscientious regard for its higher 
meanings and its original starting points. 

Althongh study with a view to making music a "career" 
is different in one sense from study simply for love of it aa 
an art and a personal resource, yet the guiding rules must 
be the same; and the young student who says to herself, 
" Ob, but I never should want to play in public !" ought to 
work with the same spirit as the one who looks forward to 
a pnblic life, the only difference being in the time bestowed 
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on it. For a profeeeioual future six and eight hoars a 
day are required, besides a complete musical life; but two 
Lours a day well employed can work wonders with the am- 
ateur student, and with what a feeling of joyful possession 
does not such a one reach a day when she can really in- 
terpret the master's meaning ! It ought never to be consid- 
ered in the light of an accompliBhment, only as an art to be 
acquired for itself, and for the joy there is in acquiring and 
possessing it. If you do not feel that your innsic will make 
you yourself happy, even though you were alone and never 
to be heard, then do not try to pursue it. Be very certain 
that no one will care for what you can do in it. 

On the other hand, there are many people who for some 
reason — usually a defective tench or lack of proper feeling 
for music — can never become esecntants; yet such a one 
can nearly always derive the greatest profit and enjoyment 
from the theoretical study of music. I often wonder why 
tliis is not considered a necessary study, independent of ma- 
sical performance, just as other sciences are taught, for by 
this means you can open np a whole field of thought and 
enjoyment. 

Listening to music becomes another and newer delight, 
and besides you can be in possession at least of the science 
of one of the noblest arts. The best composers have by no 
means been the best performers — indeed, the very reverse 
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liaB often been tbe caBe, and some of the verj best teachers 
abroad play but iudifierently well; that is, the best teachers 
of techniqae ; for when people speak of taking lesBODS from 
Liszt, or Kubenstein, or Bulow, etc., it usually means only 
playing pieces the notes of which they have learned for 
these great masters, who correct their style and offer sag- 
gestions. 

Music as a theory no donbt entails years of stndy before 
the whole, or even the suggestion of the whole, is attained, 
but a great deal that is very satisfactory may be learned in 
a much shorter time; and to the yoang student who feels 
no "instinct" for performance let me snggest fifteen or 
twenty minntes a day of " theory ;" perhaps it may develop 
the lacking instinct; at all events, if persevered in, it must 
lead to much satisfaction in bearing and understanding the 
music on all sides of us to-day. 

I well remember the first morning I ever spent in a for- 
eign conservatory of music. I arrived just as the harmony 
class had assembled. Beside me sst a slim little girl with 
a very pretty, pale face, and a tired, anxious look. When 
we had all opened our books, she whispered to me, "May I 
look over yoni" 

The expression in her eyes was so piteous that it went to 
my heart to answer, " You may if yon like, dear ; only it 
won't help you. I don't know much of anything myself." 
3 
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I never shall forget her look as she burst into a Bilent fit 
of crjiDg, which for teQ minutes stopped the teseon. 

Often since I have thought of mj little worried compan- 
ion, who struggled on through the winter, always declaring 
she could not learn hecanse she conld not like it, and I have 
wondered if there were not a great many young stndents 
who feel in the same way. 

It is so stnpid to hear of semibreves and crotchets and 
qnavers and minims and scales and clefs and scores, and all 
sorts of terms like "allegro" and "andante" and "con 
moto" and "adagio," and indeed whole Italian sentences, 
that used to look to me, when I was a child, like imperti- 
nent intmsiouB into English music. 

- Bnt have you ever thought whether this system of music 
which we have to-day may not have had a story — a far-off 
story almost as entrancing as a fairy tale? I think, had some 
one told my little friend the story of the system she was 
toiling to nnderstand, it would all have looked very differ- 
ent, and the study would have been tinged with a real delight. 

Now, what I propose to tell joa is the history of the notes 
we use. This is really an introdaction to the stady of 
thorongh-bass, or harmony ; and if yon make yourself com- 
plete master of the first simple rules or ideas, yon will find 
later that many seemingly difficult things come almost in- 
stinctively. 
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Yoa know that mnsie to-daj is writteo according to a 
syBtem, bnt, as yon can readily nnderetand, it was not per- 
fected without a long test of variotiB methods and centimes 
in which do ideas were sufficiently systematized to create a 
standard — centuries of crnde music and mere experiment, 
from the days of Saint Gregory, in ■ 590, to the time of 
John Sebastian Bach, in the middle of the 18th century, 
when at last even the question of time was perfected. In 
our own day, however, the study of harmony has become 
generally appreciated, and masters in the science have quite 
lately decided upon the best terms to use in expressing cer- 
tain points which must be impressed upon erery student's 
mind, in snch manner as shall make their study not only 
simpler, bnt, at the same time, what is called more technical 
in character. So, for instance, the old-fashioued use of the 
terms crotchets and quavers is entirely abandoned; whole 
Qotes, half notes, quarter notes, etc., take their place, and 
instead of tones we have steps and half steps, which, as you 
will see in a later chnpter, express better the actaal Bound 
of each note in the ^eale. 

The very first ideas of harmony came from the Greeks. 
In Oriental times there was music at every seasou of festivi- 
ty, triumph, mourning, or family rejoicing ; but there was 
no special system for its government, and we eappose that 
the music of those early days was of a rode cbaraoter, ren- 
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dered impressive and effective, bowerer, by the martml 
spirit or the bravely swelling chorus which inspired and 
performed it. With the early days of Christianity came a 
desiie for mnsic of a more delicate, although solemn, kind. 
To express the tenderness of the new law — the law of Christ 
and his wonderful messages of love — music of a different or- 
der seemed needful, and the hearts of men, especially among 
those early saints, longed for some expression which was 
poetic and demonstrative of the joyous faith that was withia 
them. Of course their resources were still of the very scan- 
tiest. No system of notation had been established, although 
the letters of the alphabet were used to suggest certain 
notes ; but in the days of St. Gregory we read that mu- 
sical schools were established in Rome, and we know that 
he gave his name to a special kind of chant. Church mnsio 
reached a point in bis day whence it could be carried on. 

Now we have in old manuscripts some illustrations which 
show how music was written. The system of using letters 
of the alphabet, however, came to an end, and was replaced 
by the use of a series of characters. These are called neu- 
mcB, and each character had a different name. The first 
was known as the virga, and it was a long single note ; the 
hivirga represented two notes, and the trivirga three ; the 
pvnatua was a short note, etc. 

In old volumes are various illnstrationB which show how 
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innsic was written in that day, and tlie etndy of them is ca- 
rious, since they represent the method which originally pre- 
ceded the very beginning of 
ODr present and perfect sys- 
tem. 

Fig. 1 shows the neumse. 
There are ten here, but au- 
thorities differ as to the num- 
ber that were really in use. 
Thesenenmfe were placed orer 
the words, as shown in Fig. 2. We are not quite certain what 

A/ *Jk/f ^ /** t- ■!. "'^^'''^7 *-^^7 'i^'s represent, but 
fl^ <^^lau3at<, lean the solution given underneath is 
Fig. 3. the probable one. 

The first idea of making lines 
occurred in the year 900. Bat for a long time only one 
red line was nsed, and on this the F note was written ; the 

Probable Bolutioii of Fio. 3. 



Fig. 1.— ThB NKIW.B. 



Cos- li coe-lo - mm, Uu- da - te... 
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grave sounds were placed below this line, the acate ones 
above it. How this music looked when written you will 
see iu Fig. 3 on the following page. 
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Early in the tenth century a monk in Flanders, named 
Hncbaldns, introdnced a stave, as we call it, consisting of 
a great number of lines. At first these lines were not oc- 
cnpied by notes, bnt by the 
syllables to be 8iing,as shown 
in Fig. 4 on page 41. In 
order to show whether the 
voice was to proceed by a 
tone or a semitone the let- 
ters T and S were intro- 
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daced. One advantage attending this system was that it 
conld be applied to a scale of any extent, and even nsed for 
ft number of voices singing at the same time. 



Probable Solution op Pig. 8. 






In the Bodleian library at Oxford, England, is a very 
precious book once nsed in the Cathedral at Winchester. It 
is MS., of course, and is believed to have been written dur- 
ing the reign of King Ethelred II., who died in 1016. In 
it we find music written iu two different fashions, as shown 
in Fig. 5 on page 42. 

Thie, then, was the period of change. We have the sim- 
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pie neamee abore the words, and we have actaally a foor- 
line etave with notes inetead of words. 

Bnt up to tliiB time all the notes were the same; ao dif- 
ference in length 
was indicated, and 
no one who had not 
beard the melody 
conld sing it from 
them. Presently the 
breve, semibreve, 
and dot, as shown in 
Fig. 6 on page 42, 
began to appear, and 
thue, tittle by little, 
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oar own system of notation was approached. In 1600, an 

Italian named Franco de Colonia eetabliebed a system of 

Solution op Fib. 4. 
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time, and in or about 1600 the first idea of a score origi- 
nated. 
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Do yon know what a score S.&% I was at a concert re- 
faeareal in Paris one day, when a very knowing -looking 




yonng person of abont fourteen, with a great deal of far 
and velvet on, and a large roll of nmsio, came in with her 
governefis and sat down near me. The orchestra were going 




Fig. 6. 

to give part of *' Fanst " with some singing, and this pert 
yonng lady turned to her governess, saying, 

"Don't yon want the score, Miss i" and forthwith 

she handed her the programme. 
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Now I think it would have been much wiier for this 
small person to have first been sure what a score was be- 
fore she talked of it The origin of the score was in 1600. 
A composer named Feri published his "Enrjrdice," and be 
pnt the instrumental accompaniment below the vocal part. 
Then he scored the bars through the stave, connecting the 
words and music. Hence we call the music and words 
together the score of the work. 

As masic began to progress — as oratorios, masses, and 
operas were written — it became necessarj to establish a defi- 
nite system of time. It was done gradnally; but at last, 
in Bach's day, it was a carefully arranged science — eo many^ 
beats to the bar, so much value to each note. 

A grand science has come from tliose first queer little 

attempts at written mnsio which we find it so hard to un- 

. derstand to-day, and yet how grateful we ought to be to 

the patient people of the seventh and tenth centuries who 

tried to record some of their musical feelings! 

When yon sit down to your first harmony lesson, try to 
remember what a wonderful story those little black notes 
could tell. It is not dull or colorless work ; indeed, if you 
consider it in the right way, it is like a charming tale in 
which many characters which make the pages of history 
vivid and fascinating appear, giving to our work that sense 
of personality and of tradition — the peculiar interest which 

D,gn,-.rihyGOO^Ie 



44 The Story of Music and Musicians. 

comes of any stud; handed down from one generatioa to 
another. All the gradual progression, the slow steps ap- 
ward, are marked by melody, harmony, chant, or eong, so 
that mnBic as we possess it now may be reckoned as the 
resnlt of a beaatifal and suggestive past. Not a note that 
you play, not a phrase uttered in your music, not a period 
ronnded and completed but may be made suggestive if yon 
only learn to think of it in this inspiring way. 

In this first chapter I want to suggest to yon a mnsioal 
note -book which from day to day may be kept np with 
profit and mnch pleasurable interest. Do not attempt to 
make it too elaborate. From simple beginnings come the 
best results, and in the study of music, more perhaps than 
in any other science, everythiug should be taken slowly and 
deliberately. No matter bow often yon go over and over 
the same things, keep to them nntil their meanings are 
fully mastered. Then there will be no confusion in your 
progress, no necessity for going back. 

Begin your note-book with a anmmary of what yon have 
gathered from this chapter. Put down a list of the early 
musical terms ; add to it such dates as create landmarks 
in the history of notation. For example, that of St. Greg- 
ory, of Hucbaldns, and John Sebastian Bach. Any com- 
ments which occur to yonr own mind it is well to insert ; 
and if yon make your book with each alternate leaf of 
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mnsic-Iined paper jon can gradoally add certain fragments 
of maaic, so that at the end of a year quite a valaable little 
book will be in your own posseseion, and will be an admi- 
rable companion to the lunsical diary of which I will speak 
later. 
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CHAPTER in. 

How to Feel about Study.— First Bteps.— The Keyboard— The Family 
ofNol«8.— StafE. —Degrees. —Intervals. —How to Understand the Firat 
Rules of Hannony.— Suggeatious for Note-book. 

When yon seat yoarself before jonr piano with a simple 
piece of music on the stand in front of yon, look at the 
notes on tlie key - board and those written above on the 
mnsie, and try to think of thern as so many characters, each 
one with a part of its own to be performed, demonstrating 
its own individnality by means of your interpretation of it ; 
not to be badly treated or misunderstood by those ten fin- 
gers of yours, which with the help pf the Ufeart and mind, 
and, let us hope, some soul too, are to produce all the har- 
monies of which they are capable. 

It is not enough for joii to know that the key-board of 
the piano before yon represents merely so many notes 
whoGe namee, alphabetically arranged, seem so easy to re- 
member. Much more than this must you think of from 
the very beginning. A grand science belongs to them, and 
although the study of harmony or thoroagh-bass cannot be 
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accompIiBhed in all its details withont years of study, yon 
can make a point of applying to every mneical practice, to 
every lesson, to every line of masic you read and play, a 
certain amoant of technical knowledge which you will find 
of the utmost assistance when yon come to the deeper and 
closer study of the science itself. Moreover, you will ac- 
quire a new sort of interest in yonr work, by feeling that 
yon bring to each day's progress something which nnfolds 
to you the higher meanings in the art ; and it is well in the 
very outset to impress upon yourself the fact that the first 
and simplest rules of music are those which must be fixed 
permanently upon the mind. Try so completely to under- 
stand/ what you are learning that tliere need be no going 
back over the same ground except by way of refreshing 
the memory, or making more complete the harmony of 
your work. Jnst as in the study of a language it is neces- 
sary to learn the alphabet thoronghly, the meaning of each 
word in a sentence before that sentence can be spoken 
intelligently, or satisfactorily understood, so in music the 
very first principles mnat be mastered before yon can hope 
for any elaborations; and indeed to read and play a simple 
scale in the best way is to thoroughly understand not only 
the names of its notes but the reasons for their arrange- 
ment and their relationship to each other. 
What I wish to tell yon about in this chapter is how we 
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calcnlate and name that family of black and white notes 
before yon, according to the syBtem of notation ased to-day. 

To begin witb, you know that miiBic is written on five 
parallel lines. This is called the staff; and on that and on 
what are called repeated, added, or leger lines are placed 
the notes which yon strike with your fingers. Now, then, 
the lines and spaces which you see on the staff are called 
degrees, which, as you can see, signifies that from one to an- 
other you ^ogress a degree each time, for which reason the 
rule in harmony is that you mnst count your degrees up- 
ward from the very lowest line. 

Parker tells us that the distance between two degrees of 
the scale is called an interval, and starting with the note 
which yon know as middle 0, and calling that ond, D is its 
second, E its iJiird, F \t6 fourth, G lia fifth, A its aiseth, and 
B its seventh. Add to this the eighth, and yon have the 
octave, made up of seven distinct sounds, which, according 
to the latest and best phraseology in music, are known as 
seven sfeps, the whole forming a major scale. This is only 
the beginning, however, of what you mnst learn abont in- 
tervals. There are six kinds of intervals — the perfect, the 
imperfect, the major and the minor, the augmented and 
the diminished. These terms have been given after much 
thought and deliberation, and have each a distinct mean- 
ing, which it is well for yon to anderstand and remember 
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from the very begiiming of yonr musical practice. For 
example, let us see what does perfect signify ? 

Every note when struck produces a certain number of 
vibrations. I^ow, then, every note has its octave; for in- 
stance, middle C has its octave in the third space. Strike 
the first C, and the number of vibrati'ons produced are reck- 
oned as one/ strike the octave, and the nnmber is doubled ; 
therefore, in reckoning the ratio of sound, the octave is 
known as nnmber two. This interval is called perfect, as 
the vibrations are coincident. There are tlireo other perfect 
intervals, so called because the vibrations produced are so 
nearly the same that it would be unwise to confuse things 
by giving them any other name. These are the fourth, the 
fifth, and the octave, making in onr scale four perfect in- 
tervals. Now, then, go over this, and striking your first 
note in any scale, and which is always called the prime, or 
unison, add to it the fourth or the fifth and the octave, and 
you have at once yonr perfect intervals. 

To make an imperfect interval, lower the upper note of 
the perfect interval one half a step. For example, a per- 
fect fifth consists of seven half steps; an imperfect fifth 
consists of six half steps. 

In the same scale the second, the third, the sixth, and the 
seventh from 0, otherwise D, E, A, and B, are known as 
major intervals. Major signifies greater; tlierefore, when 
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applied Id this way, it is understood to mean a greater in- 
terval. For example, the iuterval from C to D is called ft 
major or greater second. It conBiatB of two ^z^ steps, wliich 
constitute a whtde step in BODnd, or, as we have said, a major 
second. The internal from C to E is a major third, from 
to A a major sixth, and from C to B a major seventh. 

Minor signifies lesser, and the minor intervals consist of 
half steps. For example, from C to D flat ifi a minor or 
lesser second or interval — it has one half step of sound in 
it ; from C to E flat is a minor or lesser third of three half 
steps ; from C to A flat a minor sixth ; from C to B flat a 
minor seventh. Now, then, you have the major and minor 
intervals; hut in jour scale jou will remember that the 
fonrth and fifth, and octave, or eighth, are the perfect inter- 
vals ; that is, they can never be called major or minor. 

To thoroughly understand this let me suggest yonr test- 
ing it on the piano. Strike middle C; then strike its sec- 
ond, which is D. Say aloud, " C to D is a major second," 
Then inquire of yourself what is a major second, how many 
steps in it, and with the notes before yunr eyes count them 
up. Yon will find that they contain two half steps, each 
with a sound of its own, and which make a whole step, or 
major second. What sound lies between C and D nat- 
ural ? The minor second. Strike C again ; next to it is D 
fiat, the minor or lesser second. Say to yourself, "How 
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man; half steps in that !" Only one. So on through the 
intervals of which we have been speaking. Then take up 
the scale as in the illustration below; there yon will see 
written in the mneical notation the notes which form the 
examples which I have given yon. Now, then, what is the 
fixed mnsical rule for forming a minor interval? It can 
only be formed from a major interval ; that is, the npper 
note belonging to the major second. Let ns say D is tow- 
ered half a step, which makes it D flat ; take your major 
third, and in the same way, to make a minor third of it, 
lower to E flat, and so on. 

Bnt, yon will ask, are these all the intervals which we 
have to consider 1 They are the first and most important 
ones in beginning musical study, and a very dear knowl- 
edge of them is Decessary — indeed yoo cannot too strongly 
fix them upon your mind ; but there are other intervals 
made from these, and which are known by two names — the 
augmented and the diminished intervals. 

Augmented means increased ; therefore, when applied to 
music, it mnst mean that the interval is increased. Take 
yonr middle 0. What is its major second i D. Now, then, 
how would you make an augmented second of this? All 
changes of this kind are made out of half steps, a point worth 
remembering at the start. To augment this major second, 
then, raise the upper note half a step to D sharp. There- 
4 
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fore an angmented Becond conBiste of three half steps of 
eoand — a full step with half a Btep added. The diminished 
interval is formed from the minor interval. The lower note 
instead of the npper is raised half a step. Thus, from C to 
B flat is, as yon know, a minor seventh. Therefore, from C 
sharp (which is the lower note of this raised half a step) to 
B flat would be a diminished seventh, the interval being 
diminished thus bj half a step. If yon try this on yoar 
piano in the same way as snggested for the major and minor 
and perfect intervals you will readily see precisely what is 
meant. 

I wonld advise any yonng student interested in these sug- 
gestions to write out hie or her own ideas on the subject, 
and then to carefully examine with the aid of the piano the 
illnstrations given, and perhaps make-out a little table, as it 
were, of the perfect interval, the major, the minor, the aug- 
mented or diminished. In the chapter on notation yon had 
an idea ^ven for a manuscript musical note-book. Sup- 
posing you fill one page of this with carefnl examples of 
the intervals as you understand them ; and in your mar- 
ginal space it would be well to say that the terms half steps 
and steps are now used in place of tones, the best jndgea 
having decided that they signify the sounds produced more 
clearly. 
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CHAPTER IV. 

John Sebastian Back— His Early ChilcUiood.— The Oinii>a«.— Its Origin. 
— A Court Dance. — Tlie Fugue. — Explanation of ttiis Fonn of Com- 
position. — Passion Music. — Anecdote of the Basques. — HowUendels- 
eolin revived Bach's Pasuon Music. 

On tbe Slat of March, 16S5, wae bom to Ambrosius 
Bach a son, whom ho christened John SebaBtian, and who, 
coming of a family famoQS for their miiBical ability, was 
destined to become known throughout the civilized world, 
not only aa a great composer and mnsician, but as a reform- 
er and developer of.lhe study of technique. His father 
lived in the quaint town of Eisenach ; bnt before the child 
had done more than master the rudiments of mnsic and 
learn to play a little on the violin, his parents died, and hie 
elder brother, Johann Christoph, who was the organist at 
Olii-draff, adopted the little boy. He began to study at tbe 
Olirdmff Lyceum, and went ahead in his music with such 
steadiness that the elder brother, who seems to have been a 
stern and morose man, forbade the child to do more than 
his allotted tasks, or to purchase any music for himself, or 
indeed to iadnlge any of his impulses in composition. 
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In the old honse at Ohrdruff there wae a cnpboard which 
John Sebastian passed many times a day with longing in 
his heart. Well he knew that on an npper shelf was a rare 
old book of manuscript mnsic, and it UBed to seem to him 
that if be could possess himself of it long enongh to copy 
even a part of its treasares he would feel himself happy as 
a king. He dared not ask permission lest it be refused, bnt 
finally it occurred to him that through the latticed-work 
panel in the upper part of the door he might sqneeze one 
of his little hands, and pnll the book, which was bound ia 
soft parchment, safely through. German children at that 
time as now were kept so strictly that little John Sebastian 
rarely escaped eome one's watchful eye, but his heart was 
80 strongly filled with this desire that he found an oppoiv 
tunity at last, and climbing up to the latticed part of the 
panel, contrived to squeeze the precious book through, 
greatly to his delight. But even then it was hard to know 
how to copy the music, since candles or light were refused 
him. So he waited for moonlight nights, and on every one 
worked hard in his window, finally succeeding in copying 
the entire book. 

I have often thought of the picture of the dear little 
German boy working away in his old-fashioned room, the 
moonlight tenderly bathing his head and eager fingers, and 
illnminating the manuscript page on which he worked. 
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How little he knew, or indeed cared, that nearly two hun- 
dred years later all music-loving nations would reverence 
Lis name. The work finished, little Bach proceeded to 
make practical use of it;, but judge of his disappointment 
wlien his brother, scolding him violently for what he had 
done, took away the copy he so patiently and lovingly 
made, and, it ie said, burned it before the lad'a eyes. 

Genius, however, is not daunted by disappointment or 
even failure. Sach struggled on, learning all that he was 
tauglit and mnch more — iu fact drinking in on all sides such 
music and information as that day afforded ; and at the age 
of fifteen, in the first year of the eighteenth century, we 
hear of him sarprising all the townspeople of Lunebnrg 
by bia enchanting voice in church. 

In return for his leading the boy choir he had his school- 
ing given him, and when holidays came he would walk to 
Hamburg, a distance of many miles, in order to hear and 
talk to the famous organist Keinken. This Dutch com- 
poser and musician took a great interest in the boy, and 
gave him freely all the knowledge that he himself pos- 
sessed, and which Bach absorbed greedily. Meanwhile, in 
the dacal chapel at Sella, a band of French musicians were 
engaged, and from them the young stadent learned cham- 
ber and concert maeic, French in character and perform- 
ance, and which no doubt strongly influenced bim later in 
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tlie compositioa of hiB world -renowned gavottes, pasBtt- 
cailles, aiid earabandes. 

Kow, then, let us consider tbe style of tlie piano-forte 
composition and playing at that date. The condition of 
the instrument was such tliat music had to be written with 
a view to ite limitations ; and as the system of Iiarmony was 
by DO means perfected, tbe general idea was of a sort of 
dance masic, or the solemn performances of chnrch music 
not requiring any great breadth of treatment. TUe organ 
was the instrument most considered after the violin; bnt 
Scarlatti had begun to write music in a newer or more orig- 
inal style, and no doubt his work was very suggestive to 
Bach. The actual piano-forte was invented in his day, but 
Bach always clung to the clavichord, on which he said he 
could express himself as he desired; and his manner of 
playing was remarkable for its entire correctness, and at the 
same time brilliancy, so that we may infer that many per- 
formers of that day drew their inspiration from him, since, 
both in composition and execution, he was nndonbtedly 
original. Determined to compose piano -forte music of a 
higlier order than anything which had beeii written, he set 
himself to the development of a firmer basis of theory, and 
what is known as counterpoint, and to him we owe mach 
of our present knowledge of time in music. He also com- 
posed with direct reference to and following of all tbe roles 
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of harmODj then known, and those which he himBelf work- 
ed OQt and developed, bo that at the present day no stndies 
are better for the begiuner, or even advanced student, than 
those of John Sebastian Bach. With the gavotte, and other 
pieces of similar character, Bach'e name is indelibly asso- 
ciated. He made tliem not only fascinating, bat wrote 
them in so scientific and masterly a manner that tliey offer 
endless instrnction and euggestion to musicians to-day. 
Some of the gavottes were in single pieces, some in what 
are called snites, or sets of short pieces of mnsic; and the 
other day an old friend of mine showed me a fragment of 
a manuscript music-book which was part of a gavotte writ- 



ten for some festive occasi 
In a French gallery there 
ladies and gentlemen danci 



sion, I believe, in his native town. 
\ picture of splendidly-dressed 
cing the gavotte. They wear the 
costume of the latter part of the seventeenth century ; they 
have smiling faces ; they flourish large fans, and wear high- 
heeled slippers which they lift graccfnlly — for the gavotte 
was a very brilliant dance in its movement. 

The name came from a people in Danphine known as 
Gavots. They danced it more wildly than the stately peo- 
ple of Louis's court, but the masic of every gavotte seems 
to me to be best suited to them. One can fancy them on 
their village green clattering away to the quaint, gay music, 
flinging their arms about, or beating time with their hands. 
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But when the garotte was introdnced into the upper classeE, 
and with it rarious other dances of the people, it became 
laore refined, dignified, even more serioQB. 

It is alwaj's well, even for beginners, to nnderatand the 
principle ou which any kind of mosic ia written. Ton will 
find your practising mncb more interesting if you look 
deeper than the mere Bounds. Suppose we take Bome eim- 
pie gavotte and examine into the way it is written. Here, 
for instance, is the first strain in one of Each's most popu- 
lar gavottes : 




Now let us see what the few rules created for its compo- 
sition are. They are tbeBe : 

It must be in common time, which really means equal 
time — two or four beats to the bar — although the term is 
generally applied to that of four quarter notes to the bar, 
marked by the Italian 0. 

The movement is rather qnick, and it iB generally in two 
parts. These parte are, in accordance with a custom pe- 
culiar to old daaoea, repeated. 
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Oiiginallj the gavotte consiBted of four bars in tbe first 
part and eight bars in the second ; bnt if tbe gavotte ie ooly 
one of various parts of a suite, do fixed number of bars is 
given. Xow, as a general rule, tbe gavotte begins on the 
tliird beat of the bar, so that yon will see, if yon calculate, 
that each part must finish with a half-bar containing a 
quarter note, 

I know that to many of my yoang readers this may sound 
very dull and useless, bnt if you will only give a little 
careful study to a few rules which apply to your first 
" pieces," lessons in real harmony and thorough-bass will 
seem much more interesting to you later on. The cha- 
conne and tlie passacaille, the passaglia and the sarabande, 
are all dances of about the same period as the gavotte, and 
have certain governing principles. The chaooune is slow, 
and is usually written in the major key. 

The passacaille is written in the minor key. What is 
called the theme in the chaconne ie invariably in the bass ; 
in a passacaille it may be in any parL The passacaille has 
a very carious kind of interest, since in the last century 
composers made use of it to show their skill — what is known 
as contrapnntal skill. It must consist of a short theme of 
two, four, or eight bars. Each, Frescobaldi, and Handel 
all wrote famons paasacailles. 

The sarabande is more stately in its movement. It was 
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a popalar dance in the eixteenth centarj, and eome saj it 
was introduced then by a fatnons dancer called Varatanda. 
I think that it miglit often have formed part of very picta- 
reeqtte scenes in the sixteenth and seventeenth centuries, 
when people were full of a certain kind of poetry, and en- 
joyed whatever was splendid and stately. Sometimes 
dancers were hired to perform it ; sometimes ladies and 
gentlemen of qnality danced it for their sovereign. 

Old songs are fall of references to sarabandes as being 
danced at times when sadness, or even deep regret, filled 
the minds of the performers ; so that we may pictnre it as 
a slow, pathetic movement, with melancholy and sweetness 
in its train. 

In 1723 Bach was appointed cantor of the Thomas-Schnle, 
in Leipsic, and organist and director of music in the princi- 
pal churches. There he remained until his death, in 1750, 
and the organ played by him in the old Thomas-Kirche is 
still in nse there, and seems to breathe forth snggestions of 
the dear master who, even when afflicted by blindness, loved 
to spend hours before it, improvising or producing all sorts 
of the harmonic changes in which be delighted, and en- 
trancing his hearers by some of his grand y«yM««, 

A fugue is a piece of mnsic in which one part after an- 
other seems to cAase the subject or motive; it is derived 
from the Latin fugare, to pnt to flight, and it is written 
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according to a fixed plan, and involves all Borts of harmonio 
forms, which yon will the better appreciate with a further 
study of thorough-baes. What are known as canon, imita- 
tion, and double counterpoint are inclnded in it. There is 
first a subject started ; then what is called tlie answer; then 
the counter-subject; then the etretto, which is an imitation 
of the snbject, but in closer time, and is sappoeed to give a 
sort of sweep to tlie climax. After this may be added what 
is called a codetta, which is a little "tail-piece," as it were, 
and gives a greater idea of finish or completeness — an epi- 
sode and a code,-w)i\ah is a larger kind of codetta. 

There are fixed rules to be observed in the composition 
©f the fugue, bnt their details wonid not come within the 
limits of onr present pnvpoee; some you may remember 
when you begin the real study of harmony, and may as well 
be given now. 

When the subject has the ionic, the answer should have 
the dominant ,' when the sabject has the third of the tonic, 
then the answer must have the third of the dominant, and 
vice versa, and so on. When the fugae is in the minor, and 
the subject has the internal of the diminished seventh, that 
interval must come in unchanged in the answer. lu either 
major or minor, if the subject goes from the dominant to 
the Bub-dominant in the upper octave, the anmoer must con- 
stitnte the interval of an octave. Now, would it not be a 
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profitable employment to make a little of this out on yonr 
piano, and make notes o£ the same in yonr mannscript-book 
with a line or two from some characteristic gavotte and 
fngne— jnst enough to clearly indicate in mnsical writing 
the main ndea to be employed. 

Still another form of famous mueic is specially associated 
with the name of John Sebastian Bach. This is what we 
know ae the Passion music. 

I was staying once in a little sea-bonnd riilRge jnst on 
the boi-ders of Spain, and there I became very mncb inter- 
ested in talking with two of the country people : one was a 
pretty yonng peasant woman of the Baeqae race; the other 
a lad, also a Basi^^ue, who spent most of bis time fishing. 
From them I heard a great deal about the curioue allegori* 
cal and religious performances which from time to time 
they had taken part in. These were plays given in the 
public squares at certain seasons. The characters were nsn- 
ally chosen from the Bible, and the plot of the play, or 
rather its chief idea, wonld be some biblical scene. 

Prom time immemorial these plays had been given, and 
the ideaa of the people were too simple to make them wish 
the custom altered. No form of dramatic or musical rep- 
resentation is older, and so we ought to have great respect 
for them, knowing they have come down from very pious, 
early times. 
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Iq 6<.>me ways the Passion muaic, which I hope we will 
now hear everj year in America, has its origin in the satna 
feeling which infinenced the writers of those early Christian 
plays; and although its form varies now very mnch, it still 
keeps the original idea — that of describing in mnsic the 
story of the Passion of onr Lord. 

We nse music for so many lighter pnrposes that some- 
times people shrink from the idea of asBOciating it with 
anything so sacred. Yet, after all, what art is more fitting 
to speak to ns of what ought to be dearest to onr hearts! 
The grand and simple story of His life is not any less beaa- 
tifnl because we listen to it sung by pnre voices with the 
accompaniment of harmonions sounds. 

Passion mnsic seems to have had its origin in the fourth 
centnry, when S. Gregory Nazianzcn first prepared it in 
real form. None of this music is preserved, bnt we know 
that it was very widely snng in the early Church. 

A great many different ideas followed these first ones 
down to the time of the Keformation. Finally the idea of 
a more perfect form of Passion mnsie worked its way on to 
about 172s, when Sebastian Bach conceived the idea of 
writing a complete Passion oratorio. His plan was to give 
the exact words of the Qospel as far as possible, with good 
choruses, some recitatives, and four-part chorales. 

The great mnsician succeeded almost beyond his own 
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expectations. It is impossible to desciibe the tremendons 
and sabliiue effect of this great work. It is written for two 
orchestras and two choira ; it seems to contain every variety 
of mnsical expression, and the whole thing breathes euch a 
purely devotional spirit that it is like the prayer of some 
strong Christian heart. 

Bach was at the time organist of the old church of St. 
Thomas, in Leipsic, as well as cantor of the school, and so 
he had every opportunity of bringing ont his work in per- 
fection. It was produced for the first time on Good-Friday, 
1729. Between the two parts a sermon was preached, and 
it is recorded that the entire service produced a wonderful 
effect upon all present. 

Bat later the interest in his marvellous music seemed to 
flag. For a century it lay untouched ; and as it will un- 
doubtedly continue to be given in America, I think the story 
of how it was unearthed will prove interesting to the young 
musicians whom I am addressing. 

During the winter of 1827 Felix Mendelssohn, then about 
eighteen years of age, was living in Berlin, in his father's 
household. It was a charming one, the brothers and sisters 
being united by afieetion and many sympathies. They 
seem to have been equally fond of music, painting, and lit- 
erature. Ifatnrally such a delightful young circle drew into 
it many agreeable friends. Felix's chosen companion was 
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Edward Devrient, an artist whose voice was exquisite, and 
whoee knowledge of mnBic was quite eqnal to that of Felix's. 
Every Satnrday Devrient and other friends naed to meet 
at Felix's home to practise vocal music; and as Felix had 
a great entbnsiasm for *' old Bacli," he one daj suggested 
tlieir trying the Passion music, which was anknown, except 
in name, even to these ardent students. So the; bcgau 
upon it, and their enthnsiasm grew as they learned, page 
after page, the various parts, as Devrient says, filling them 
with new reverence for the Bible story. 

It occurred to Devrient to prodnce the music in public. 
The little circle was startled by snch a venturesome idea. 
Mendelssohn declared it would be a failure. Old Zelter, 
his teacher, was the most influential musician in Berlin, and 
Felix well knew how much opposition he would have to 
expect from him. 

But Devrient persisted. He knew that if Felix once un- 
dertook it all wonld go well. At last the two friends de- 
cided to go to Zelter and see what he would say to their 
plan. Devrient has left a very entertaining description of 
this interview. 

Zelter lived in the Musical Academy ; they found him at 
home, hut sitting with his long pipe in a cloud of smoke. 
Ont of this he looked at the two young men, exclaiming, 
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"Why, how 18 thifl? What do two snch fiae young fellows 
want with me at this early hour?" 

" Now," writes Devrient, " I began my well-stndied speech 
about our admiration of Bach, whom we had first learned to 
prize under his guidance. . . . He enlarged upon the difficul- 
ties of the work, which required resources Buch ae existed 
in the Thomas-Schule when Bach himself was cantor there — 
the neceesity for a double orchestra and double choruB. . . . 
He became excited, rose, put aside his pipe, and began walk- 
ing about the room. We, too, rose. Felix pulled me by 
the sleeve ; he thought nothing more could be done." 

But Devriont persisted, and finally Zelter agreed "to 
speak a good word for them." When they left the room 
Felix laughingly called his friend an arch-rascal. " Any- 
thing you like, for the honor of Sebastian Bach," exclaimed 
Devrient, as they went into the street. 

They began the rehearsals, the arrangement of the score, 
all the fascinating, though severe, labors which belong to 
the preparation of any snch work. When they went to en- 
gage the solo Bingera, "Felix," says Devrient, "was child 
enough to insist on our being dressed exactly alike." 

They wore " blue coats, white waistcoats, black neckties, 
black trousers, and yellow gloves," the fashionable attire of 
the time ; but an idea may be had .of how economically a 
young German lad of that period was brought up by Devri- 
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eat'e story that, Felix's pocket-money having run ont, he 
loaned him a thaler (about one dollar) to bay his gloves, 
upon which Madame Mendelssohn was quite displeased, 
saying, "Young people should not be assisted to extrava- 
gance." 

It was just one hundred years since Bach's music had last 
been heard, aud this idea filled the two young meu with en- 
thnsiasm. They could think and talk of nothing else. One 
day, as they crossed the Operu Platz, Felix stood still, sud- 
denly exclaiming, "To think that it sbonld be an actor 
[Devrient] and a Jew tliat give back to the people the 
greatest of Christian works 1" 

The performance was iu every way successful. Zelter's 
prejudices vanished, and all Berlin went wild over this re- 
vival of an interest in Bach. A second concert was called 
for, and in other towns the music b^;an to be studied and 
produced. What seems to me best worth recording of this 
is the fact that by perseverance in the right direction these 
two yonng meu did a lasting favor to all the world. 

Devrient sang tlie pait of Christ. He says of it : " Deep- 
ly aSected by the work as it proceeded, I sang with my 
whole soul and voice, and believed that the thrills of devo- 
tion that ran throngb my veins were also felt by the rapt 
hearers." 

Truly, as Devrient says, we owe thanks to that year 1821*, 
5 
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in whicli the " light of Bach's greatest mueic " was given 
to ns. 

At Felix Mendelsaohn^B funeral, in 1847, DeTrient mn&t 
have had sad and sweet memories of this time of their youth. 
Among the various selections of sacred mnsic sung on that 
occasion the final chorus of the Passion mnsic, " We sat 
down in tears," was given with most solemn efiect. 
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CHAPTER V. 

Bbjtbm and Tline. — Bach's Developments. — A Simple Expl&ntitioa. — 
Keys and their Families.— A Bach Fugue.— Minor Scales.— Modula- 
tions. — Accidentals. — A few Words about Signatures. — Why Handel 
and his Contemporaries discarded the lowest Note of the Signature. 

The growth of counterpoint was not a verj rapid one, 
and varioas composere strove to perfect it, working ont by 
means of their own genins and technical ability certain mat- 
ters coDnected with it which, in the beginning, were Tery 
often too confnsed to be of mnch service to the stadent. 
John Sebastian Bach devoted bis attention earnestly, as yoa 
have seen, to certain points in harmony. To the question 
of tims he gave mnch attention ; and aa with this came a 
necessity for rhythm, and as be anited to his studies in this 
direction that of a carefnl regard for the keys in which bis 
works were written, bis compositions afEord the young stn-. 
dent admirable opportunity for thougbtfal and interesting 
work. 

In ancient music time or rhythm was determined with- 
out any bars being marked or drawn across the stave. The 
value of the notes determined the rhythm, but, as can readi- 
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Ij be imagined, tliis gave rise to much confusion, and in the 
sixteenth century Henry Lawes was the first English magi- 
cian who regularly made use of bars in his composition. It 
was only after this period that rhythm in music began to 
be regularly nnderstood, and it is well for ns, in the very 
beginning of mnsical practice or study, to thoroughly nn- 
derstand the meaning of all such terms — a jnst comprehen- 
sion of them being most useful to any pianist; my own 
belief being that the very knowledge of the origin and 
moaning even of a bar line, or of the length of a single 
note, may influence the student's performance; for directly 
the spirit of harmony and of melody together is infused into 
the work, new lights seem to come npon it, and we can no 
longer be simply imitators or perform mechanically with a 
view to making a fine effect only, for the higher and at the 
same time more technical meanings of the page before ns 
are understood. Rhythm has been defined in various ways, 
but it may be said to be the metre of music. The intervals 
of steps and half steps have been given a specified value in 
order to produce the sounds with regard to harmony and 
melody, and to create what is known as time. Time in 
music is an expression of rhythiu, and rhythm is the "sys- 
tematic grouping of notes with regard to duration." To 
rhythm time and accent stand in the same relation, so an 
admirable authority tells ns, that metTe bears to quantity in 
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poetry. When we speak of the fine rhythm of any compo- 
sitioD, we meaa that the composer has arranged his mnsical 
ideas in a graceful manner. The spirit of the work depends 
largely npon the swing or rhythm which the composer ang- 
geets, and which it is the part of the player to appreciate 
and express. This being addressed to young pianists, I 
dwell more npon the sentiment in the meaning of the word 
than its more purely technical definition. To give this 
swinging rhythmical utterance in your music, and at the 
same time to preserve directly the time in which the work 
is written, should be a never-failing effort on the part of 
all real students, however moderate their ambition or per- 
formance. When you nse a term, however, in its strictly 
critical sense, be careful to thoroughly understand its mean- 
ing. There is no trace of rhythm in barbarous music. The 
different masses of notes, so to speak, which are arranged or 
divided by time into groups of equal duration, did not exist 
in any fashion sufficiently orderly in ancient days to have a 
rhythmical meaning. No one verse, so to speak, in music 
was begun and ended completely enough, or with sufficient 
system, to make this possible. Accent and time were nec- 
essary before rhythm could be in use. When the upper 
figure which marks the time in which a piece is to be played 
is an even number it is in direct rhythm, and the leading 
accent always comes on the first beat of each measnre. The 
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eecondar; accent occnrs when the movement in which a 
piece is played is mod^ately quick, and falls on the middle 
of the bar. When the movement ib very slow, you may 
often Bubdivide these accents. If it be very quick, a pri- 
mary accent may only fall upon every other bar ; but much 
of this most be determined by the musical taste and feeling 
of the player. When, however, a piece begins with a frac- 
tion of a bar, the utmost care must be taken in regard to 
the accents employed. Every dot or rest is of consequence 
in reading or playing, and belongs to the study of rhythm ; 
to read or play " following the marks" strictly is considered 
an evidence of what may be called good breeding in music, 
and should be taken into consideration by every student 
from the first note of the first piece learned. The gavotte, 
as I have told yon, begins almost always on the third beat 
of the bar, ending with a half bar containing a quarter note. 
Study even a few lines of one of Bach's gavottes with dis- 
tinct reference to time and rhythm, taking it as you would 
so much poetry, and yon will have the best example needed 
for our subject. And for the etady of key-notes, with the 
tonic, the dominant, and, at the same time, the interval of 
the diminished seventh, nothing could be better than one 
of Bach's simplest fugues. 

When we speak of the key in which any piece of music is 
written, we mean a "family of tones," as it were, which are 

D,gn,-.rihyGOOglC 



Importance of the Tonic. 73 

all in a fixed state of rc'lalionship to ojie leadirig tone, which 
ie called tlie key-note, or, better still, the key-tone. For ex- 
ample, if a piece of muBic is said to bo in the " key of C," 
it means that C ia the key-tone from which the piece is bnilt 
up ; and as each key has its own progresBions — family laws 
and rights and meanings — bo each must have its family 
name. In writing music, of course all sorts of rules mast 
be observed in regard to these different families. By fol- 
lowing them strictly harmony is preserved, the sounds are 
perfect, the strains pleasing in proportion to the care paid 
all these many laws of music ; and while the yoang student 
cannot expect to appreciate fully all these, there should be 
an earnest desire to understand leading principles. 

A scale of any kind presents the material of a key, and 
the leading note or tone is the key-note or key-tone, called 
the twiic. All keys are either major or minor, and two 
have been chosen as the models on which all others are 
formed — C in the major, A in the minor. The^icA may 
be different in different keys, bnt, as you will see, the struct- 
ure or manner of building your tone ladder up is exactly 
the same in all major keys and in all minor keys. 

Now, then, the tonio is of the greatest importance, as, 
without knowing that, we would not have any idea in what 
key any piece of mnsio was written ; and in order to pre- 
serve the unity of sound, the finish of any melody is always 
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on the tonic note, or else on the major or minor, third or 
the fifth, and in the close of the piece, if in a chord, tlie 
lowest note muet be the tonic 

The next tone of importance to your key is the domi- 
nant. Using C as our model, take tlie fifth from that, i. e., 
G, and you have the dominant. The chord of the domi- 
nant is the eontroUi/ng chord, because, in making the modu- 
lation from one key to another, the moment you reach the 
dominant you are the same ae in the key, and it is the chord 
which exercises most influence over the progression. The 
sub-dominant is the^o«^^ from the key-note going np; 
reverse it, or turn it down, and it is the fifth. (Exercise 
tliis npon yoor piano, and it will become clear to yon at 
once.) 

Now, then, each family of tones of course has its rela- 
tions. When we speak of a related key, we mean one in 
which there is but one note of difference. For example, 
take your key of C. ff is its related key, because there is 
in the scale of G but one note of difference, F sharp. 

F natural is a related key of C, because there is only the 
difference of B flat, and these keys work in harmony to- 
gether, although of course, by making your progressiona 
properly, yon pass from them into every other. 

Now, for a little hit of study go back to your fugue of 
old Bach. If the aid^ect has the tonie, or begins with it, 
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what is the answer? Study this out eaeilj and carefnlly, as 
a means of impreeeing the significance of the terms npon 
yonr mind. 

The minor scale is formed in the following fashion : Ev- 
ery major scale, to begin with, has its relative minor, and 
that minor of coarse mast have its tonic or key-note. To 
determine this you mast coant down from the key-note of 
the major scale three half steps, otherwise to a minor third. 
For example, take the key of G. Three half steps below 
yon have yoar minor third, which is E ; therefore E ia the 
tonic or key-note of the relative minor of G, and it starts 
the scale known as E minor. If a piece is written in the 
minor, however, the eignatnire is precisely the same as ia 
the major. For instance, iu this case, the key being G ma- 
jor, there would be one sharp, F, in the signature. To de- 
termine, however, that the piece is in the minor, see whether 
the major seventh from the key-note of E m not cdwaya 
raised, otherwise D aharp, as this is invariably the case in 
all minor scales. 

Take now the key of C ; count down three half steps, 
yon have A; A, therefore, is the prime nnieon or tonic of 
your minor scale. Now let us see how the scale ia formed, 
remembering that aU minor scales are huUt 1^ on the same 
prmciple. B, which is a major second, follows; next C, 
which is a minor third; D, & perfect fourth ; E, a jierfeot 
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fifth^ F, a vninor aveth; G sharp, an accidental, and your 
major eerenth ; and A of conrse the octave. Now you will 
observo that the seventh, by what is called a chromatic al- 
teration, is always made major, raising it a half etep. In 
playing a minor scale vp from the lower note to the upper, 
□o one plays the minor sixth, for the simple reason tliat it 
is hard for voices and impossibte for some instruments to 
take it, and for this reason it is made rruyor; otherwise F 
sharp in the key we are considering, because that atigmented 
second from F natural to G sharp is very difficult for voices 
to reach accurately, and it would be impossible, ae I say, for 
certain instruments. Returning, however, in the descent of 
the scale, this does not apply, so you may play your scale 
correctly, according to the given rule of harmony ; for in- 
stance, using yonr G sharp and F natural. 

Now, if this sounds very puzzling it will be a proof that 
in yonr study of the intervals you hare not sufficiently im- 
pressed upon yonr mind exactly the meaning of the term 
nsed, or learned how to calculate yonr degrees, and it will 
be an excellent evidence to you of the necessity of taking 
things slowly and carefully, and thoroughly understanding 
each division of your labor as far as you go. 

The minor is employed with admirable effect by all com- 
posers, deepening the melancholy, sentiment, pathos, or inten- 
sity of their work, and in some themes being indispensable. 
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Tate yonr twelve ecalee, and yon will find that they are 
all built np on precisely the eame rules. 

When a piece is written partly in one key and partly in 
another, it is said to be modvZated, but in any and every 
case it rnrnt return to the original key, and all the notes 
which do not by rights belong to the key — the flats and 
Bhaq)S which would occur in the key that it goes into for 
s while — are written and are called aeoidentale. Occasion- 
ally the key into which the piece changes is enfficiently 
remote from the original to make it worth while to entire- 
ly alter the signature ; for example, supposing the key be 
£-flat major, your signature would be thus : 



Modulating or changing to E major, the signature would be 

altered thus: „ 

^-OJtJL 



The original flats wonid be cancelled or turned into natu- 
rah. When the modulations are only into a very nearly 
related key — for instance, into the key of the dominant, 
which is, you know, the fifth from the tonic — then no alter- 
ation is needed, for the accidentals would be bo few. For 
this reason we And the second movement of a sonata in the 
dominant requires no change in the signature. 
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The following shows y<m a table of the sharp and flat 
sigiiatnres now in aee : 

%S r*r^t» r^Ss- 




*'&FlatH4or. D-FUUUid' A-FktM>J. E-FlntMsJ. B-FlitU^. V 



Some GompoeerB in the last centnrj dropped the laet sharp 
or flat in the eignatnre, and marked it thronghout the piece 
as an accidental. The reason given by good critics for this 
is that they desired thereby to call the attention of the 
player more particularly to it, as it is regarded as the moat 
necessary note in the signature, and withont that yon ooald 
not distingnish the key from the one just preceding it. For 
example, in the key of D flat the last flat, 6, is the only one 
which distingnishes it from its predecessor, A flat, and it is 
accordingly of greatest importance. Part of the " Messiah " 
is written out in the way I hare mentioned, leaving out this 
essential note in the signature. An excellent saggestion for 
yonr mneical note-book would be the mention of certain 
pieces where the signatures vary. Give the original key, 
mention the modulations, the accidentals, etc., and especially 
note the nse of major or minor. 
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CHAPTER YI. 

George Frederick Handel.— Ad English Country- house. — A Young 
Ladj'a ImpreagioQs of the great Composer in 1711. — "Tweedledum 
ftnclTweedledee." — "Rinaldo" and other Operas. — A Friendly Cote- 
rie.— "The Hannonious BUcksmith."- "Mr, Handel" in Dublin.— 
Mr. Dubourg. — The First Performance of the "Messiah." — Last Days. 
— DeflnitioD and Histoiy of the Oratorio. 

One Maj mortiing, io the year 1711, the drawing-room 
of an English house not far from Windsor Castle presented 
an anioiated appearance. A distingnished visitor was ex- 
pected, and the three jonng ladies of the family, attired in 
their best flowered chintzes, and with their moat approved 
of company manners, were gathered in the large how-win- 
dow, qnite breathleea with anxiety as to how this morning 
call would be on all sides enjoyed. Que of the daaghtera 
of the hoaee had been in Germany attached to the Hano- 
verian court, where she had made the acquaintance of the 
guest now expected, George Frederick Handel, the musi- 
cian and composer, who is perhaps best known to-day for 
his fainons oratorio of the "Messiah." 

When George I. became King of England he continned 
his interest in Handel, and was the m^ans of inducing the 
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miiBician to viBit his adopted conntry, and the eldeet Lady 

G , having met Iier former teacher drinking tea at Wind- 

eoc, an invitation for a morning at her father's conntry- 
houBe quickly followed ; and we may fancy a flutter among 
these simple maidens, whose mnsical ability was of the most 
limited order, and who, from what they had heard, were in- 
clined to feel rather afraid of the burly, hot-tempered gen- 
ius jnst then absorbed in writing Italian opera mnsic, which 
was all that the fashionable world of London in that day 

cared for. Yoong Lady G had passed a morning witli 

the daughters of the Prince of Wales, whom Mr. Handel 
was teaching to write masic, and I have do doubt that the 
young people enjoyed a little gossip over the two factions 
into which society was then divided. Operas were quite a 
novelty. Fine ladies and gentlemen crowded the green- 
rooms of the opera-house, chatted and talked at the wings 
as if they were in a drawing-room. Fashion governs nearly 
everything, and Handel, whose soul was full of grand ideas, 
had to content himself at first with working apon an opera 
in order to please the public. He wrote " Rinaldo " in four- 
teen days, and it was produced at Drury Lane with a splen- 
dor that created great excitement throughout London. We 
never hear the opera of "Rinaldo " now, but one of its airs is 
very beautiful. " Lascia ch' io Pianga " lingers in the heart 
of every one who hears it. 
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As soon as he became famoiiB, and very mach the fashion, 
Handel ronaed the jealousy of petty people, and opinions 
differed to such an extent that society actually took sides — 
one favoring a distinguished mnsician named Bnononcini, 
and the other Handel. The war raged, and during it a wit 
and poet named John Byron wrote the following verse, 
which has since been famous : 

" Some say, as compared to BuoDonciof, 
That Myuheer Handel's but a ninoyi 
Others aver that he to Handel 
la Bcarcely fit lo hold a. candle. 
Strange all this difference should be 
'Twiit tweedledum and tweedledee." 

The Ladies G belonged no doubt to the " tweedle- 

dam " faction, and so we may fancy Mr. Haodel received 
in this quaint drawing-room where I took a cup of tea not 
long ago, and heard the story — with all the pretty airs and 
formality of the period. Presently he is led away to the 
music-room, where was a fairly good organ, upon which he 
performed, greatly to the delight of his hostess and her fam- 
ily, and no doubt with much more enjoyment for himself 
than if ho had been obliged to exchange compliment and 
pretty nothings in the drawing-room below. That the visit 
was considered an honor, indicating the feelings towards the 
musician, is shown by the entry in young Lady G 's 
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diary, and which, in faded characters, eeeme to bring np a 
pleasant scene of the past: 

" This morning came Dr. Handel, the great mnsician. He 
played on the organ for as, and we were in a state of great 

joy all the time. L could hardly keep from crying, 

bnt I know not whether it was most with the musicke or 
the honor. He says tlie Prince of Wales's danghters have 
a very pretty talent for musicke, and one of them pleases 
him much." 

Far back of this time, however, Handel could remember 
a childhood in which his music had to find utterance nnder 
protest. He was born on February 23, 1685, in Halle, Sax- 
ony. His father was a good surgeon, but he abborred mn- 
sic. As soon as little George Frederick began to show an 
aptitude for it his father took him away from school, lest 
atiy one of his companions should teach him his notes. 
Wliether among the teachers or scholars I do not know, 
but the boy found a friend who gave bim a little dumb 
gpinet, and this he secreted in an attic, contriving not only 
to learn his notes from it, but to nee his fingers in prac- 
tising. Still his father opposed him ; but at last his genius 
was made evident owing to an accidental visit. 

The elder Handel was invited to visit his son, wbo was in 
the service of the great Duke of Saxe - Weissenfels, and 
young George, knowing that music was always to be heard, 
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if not learned, in that place, determined to accompany bis 
parent. Dr. Handel set ont in his carriage, but after the 
first mile looked aronnd to discover his little son rnnning, 
as Lard as his Email legs wonld carry him, after the carriage. 
At this the father's heart releoted ; the child was picked np, 
and, promising to behave well, taken to the castle, where the 
dnke was willing enongh to allow him to remain for a day 
or two. 

In the old castle many of the inmates were musical, and 
the boy, left mach to his own devices, soon made friends 
with them, and obtained easy access to the music-rooms and 
the chapel organ. One afternoon, the services being ended, 
little Handel sprang on to the stool before the organ and 
commenced playing, tinconseions tliat the duke was linger- 
ing below. His astonishment and delight were great when 
he was sammoned to the duke's presence, and his father 
sent for to explain why musical advantages had not been 
given htm. After this there could be no question as to the 
boy's future. 

Old Dr. Handel gave his consent to his son's mnaical ed- 
ncation, and almost from that moment George Frederick 
Handel became known as a musician. 

I cannot tell you anything more of his childhood or his 
youth bat that he studied hard, and, like all geuiases, was 
bumble while he was learning. 
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We muBt skip over many years to the time when he went 
to England, for there he prodaced his greatest work, and to 
this day the English reverence him as their own. He bad 
visited Italy, and in Venice met the best musicians of the 
day. Of this winter an amusing anecdote is related. The 
carnival season was at its height, and Handel being masked 
at a certain ball, seated himself uninvited at the harpsichord 
and began playing, improvising so that bis identity woald 
not be known. The crowd of masks were not attracted 
especially until suddenly a bnlliant figure appeared in one 
of the door-ways and stood transfixed by the music. This 
was Scarlatti, son of the first great musician of that name, 
and himself the leading harpsichordist in Italy. After a 
few moments' silence he strode across the room, calling 
out, " Tkis is either the devil or the Saxon .'" Handel 
beiug known thronghout Venice as " The dear Saxon " 
(7^ caro Saaaone). Handel removed his mask, Scarlatti 
doing the same, and from that moment the two were firm 
friends. 

A few years later we find him in England, where, having 
written his opera of "Binaldo," he was obliged to arrange 
it all for the hnrpstcbord, and thronghout the length and 
breadth of the country it was played. Perhaps no musical 
composer's work — unless it be that of the writers of the 
English opera to-day — ever was so generally played, snng, 
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whiBtled, danced to, marched by, or baried with as was Han- 
del's dnriDg the period of his English popnlarity. 

Handel made frienda, or perhups I Bhonld Bay associates, 
wherever he fonnd appreciation of music, and so, in a long 
room orer a table in Clerkenwell Green, he had many a 
delightful morning of mneic with congeoial friends, none 
the leas appreciated becanee they were entertained by one 
Thomas Britten, the owner of the stables, a coal-heaver who 
had a passion for music, and delighted in welcoming Han- 
del, for whom he procured a chamber- organ and various 
stringed instrnmente, he himself performing very well on a 
viol de gamba. A painter of the day sketched the coal- 
heaver and hia guests, and made a picture of one evening's 
scene there when Handel was playing "The Harmonious 
Blacksmith" for such a company as Pope the poet, the 
Duchess of Qoeensbury, Dr. Fepusch, Colley Gibber, Bao- 
noncini, and many others of that period of genius and 
splendor. 

When Handel began to work on bis oratorios he bad to 
contend against a strong feeling. " Sani," in which occurs 
the famoaa Dead March, was produced in 1739. (This 
march is noticeable to the student as being one of the few 
very stately and solemn pieces of the kind which is written 
ip a major key.) " Israel in Egypt" followed this, but Han- 
del's success in England seemed to have considerably abated. 
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The Irieh papers anDoanced in November, 1741, that " Dr. 
HaDdel arrived in tlie packet-boat from Holyhead, a gentle- 
man QDivergallj known by his excellent compoBition in all 
kinds of mnsic. 

In Dnblin he toot people by storm, and be it said to the 
credit of the Irish taste in mnsic, which is too slightly ap- 
preciated even to-day, that his best work was what attracted 
most attention in the city of Dnbliii. There, on the 13th 
day of April, 1742, Fishamber Street was crowded to ex- 
cess, the doors of the new mnsic-hall thronged, noblemen 
and ladies of " qnality " competing eagerly with people of 
the middle and even lower classes for places in the concert- 
room. On that day, as was announced, " Mr. Handel's new 
oratorio, ' The Messiah,' was to be performed for the first 
time." It is interesting to ne to know that the chief sing- 
ers on this first occasion were Mis. Cibber, Mrs. Avolio, and 
Mr, Dubourg. Of the latter an amusing story was told me 
by a well-known musical director, who showed me Handel'a 
pitch-pi^. Dnbourg was fond of introducing cadenzas 
into bis music, whether sung or played. In vain Handel, 
as director, tried to keep the artist strictly to his text. At 
a special concert, when Dubonrg in his most elaborate man- 
ner began indulging some fantasies of the kind, Handel 
stood up and called out, 

" Welcome home, Mr. Dubourg I welcome home again, 
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air I" which recalled the discomfited Dubonrg to his proper 
place. 

So SROcesBfel was the oratorio that the whole of Bublia 
rang with his praisea. The anxiety to obtain places became 
so great that the ladies of rank in the capital agreed for the 
time being to go without hoops so that an additional num- 
ber of people could be admitted in the audience, and Eng- 
land, which bad for some time neglected and imbittered 
the composer, woke to the fact that a very great man in- 
deed had been in their midst. Still on his return to Lon- 
don a great many in the fashionable world tried to inter- 
fere with his success. The oratorio of "Samson" was 
produced, bat failed, and it was not until 1746-7 when "Ju- 
das Maccabaens " appeared, that the tide seemed to tarn in 
his favor, and to this day shares some of the perennial hon- 
or offered to the "Messiah." "Josbna," "Solomon," "Su- 
sanna," and " Theodora," followed this, and Handel was 
again on the pinnacle of success. 

He lived very quietly, with but few and simple amuse- 
ments, smoking his pipe and drinking bis beer moderately 
with a few intimate friends, and caring but little for the 
opinioDS floating about him. In 1751 he was at work upon 
a new oratorio, "Jephthah," and was attacked with that 
blindness from which it seems so many famous musicians 
have been doomed to suffer. In 1752 his eyesight failed 
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entirely, bnt it is said that his nature became mnch softer, 
gentler, and more kindly in every way after this terrible 
affliction was pronounced incorable. To all sorts of chari- 
table iostitutioDB he contributed liberally, and played fre- 
quently on the organ at the Foundling Hospital for some 
charitable purpose. He had no desire to have his life pro- 
longed ; on the contrary, it is said that during that last year 
he frequently expressed a hope that he might die upon 
Good-Friday; "in hopes" he said, "of meeting his good 
God, hie sweet Lord and Saviour on the day of his resur 
rection." 

On the 6th of April, 1759, he conducted an oratorio of 
the "Messiah" at Covent Garden. Late on Good-Friday 
night in the same year he quietly passed away, and so in 
his last earthly hour fulfilling his dearest wish, and leaving 
behind a record of unfailing Christian goodness, an untiring 
devotion to work, and music which will live as long as the 
voices and hearts and hearing of any people exist. 

The oratorio, strictly speaking, is a sacred poem sung by 
soloists and a chorus, and with a full orchestra accompani- 
ment, but without any stage or scenic effect, such as scenery, 
costume, or dramatic action. In the Middle Ages Scripture 
stories were moat popular for dramatic representations, and 
they undoubtedly were the basis of the oratorio as we have 
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it to-day. In the fourteenth ceutnry the choristers of St. 
Paul regularly performed certain miracle plays, as they 
were called, in which were fine choruses and some single 
part eongs, but between tliat century and the sixteenth very 
little progress seems to have been made in them. In the 
year 1600 both the oratorio and the opera were presented 
in Italy, but as in every other form of composition a great 
many changes were made, many new ideas evolved and 
elaborated before Handel in the " Messiah " fairly perfected 
the scheme of composition. An Italian composer named 
Emilio del Cavaliere was the first composer of an oratorio, 
but the musical interest of the day in Italy inclined so 
strongly to operatic music that Cavaliere did not follow his 
first attempt with anything as remarkable. Handel, how- 
ever, seizing upon such suggestions as the Italians of the 
centuries preceding had offered, and building largely on 
the old forms of medlEBval sacred plays, produced his ora- 
torios as yoa have seen, with a success which time has not 
diminished. It is said that should the student be chiefly 
interested in tlie study of the historical oratorio, an Itxlian 
composition of Handel's, "La Kesurrezione," will afEoid the 
best example. When Handel wrote it the oratorio had 
kept up, so to speak, in development with the opera — by 
which I mean that they were treated in point of composi- 
tion, arias, and arrangement of melody very nearly in the 
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eaine way — but when they received the German spirit, some- 
thing more Bolemn and dignified resulted. Finally, when 
that tempestuons, tnmultuouB, inspired fortnight occurred 
in Handel's life, in the year 1741, during which time he 
composed the "Messiah," we may consider the oratorio as 
perfected. Up to that point choral writing was not based 
on any especially stated rules. Handel was free to do with 
it what he liked; he had the inspiring words of the Script- 
are to guide him in the composition of chornses such as 
never had been listened to before. The orchestra of his 
day, although diSerent from ours, was a fine one, and well 
suited to Handel's purpose, and in all airs which belong to 
what is known as the Cantahile kind he had artistic sense 
enough to do away as much as possible with an orchestral 
accompaniment, for which reason the finest singers are al- 
ways glad of an opportunity to display their powers and 
express their highest musical feelings in works like the 
"Judas" or the "Messiah." No greater evidence of the 
effect of personal feeling in composition can be given than 
in the "Messiah," Handel's whole soul was in the work. 
When he was writing the exquisitely pathetic and beautiful 
movement beginning, "He was despised," the composer 
was thoroughly overcome and burst into tears, and it is 
related that he spent part of the day playing and reading 
such portions of the Testament as belong to the Passion 
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of onr Lord. When composing the beautifal iatrodactioD 
to " Comfort ye my people," Handel declared that the con- 
, Btantlj repeated major chords wliich follow the tender, lin- 
gering, minor cadences in the overture, spoke to him directly 
words of comfort, and bo precisely expressed what he most 
desired to convey — an impression of the saving power 
which Christ's message of consolation was to possess. Take 
the score of the " Messiah " after hearing it and go over 
certain special portions ; trace out so far as you can the dif- 
ferent keys employed, the vanons striking changes; see 
how wonderfnlly words and music are made to fit; try to 
read it going step by step from the opening movement to 
the last grand " Amen " which, when Handel had written, 
it is said, he tittered to himself upon his knees. 

Other composers of whom we may speak'later composed 
famous oratorios, bnt for grandeur and simplicity none ever 
written has exceeded Handel's " Messiah." 
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CHAPTER Vn. 

The Blory of the Opera.— Count Vernio and his Friends.— A Mu^cal 
Centre in Florence. — The Flret Opera. — Inatruinents used. — Alleaaii- 
dro Scarlatti.— Stradella.— The Size of the Opera in England.— Henry 
Purcell and the Westminster Boys. — An Old Picture. — Qluck and 
Harie Antoinette. — Gluck's Boyhood. — Fashion and Art. — Gluck de- 
termined to Reform the Spirit of the Opera.— Classical Music, and 
how to Define it. 

OuE evening towards the close of the sixteenth centurj, 
& number of gentlemen were hurrying up the staircase and 
along the corridors of a honse in Florence. They were 
richly dressed according to the custom of the time, but they 
were all stadents, all deeply absorbed in music, and they 
were on their way to the salon of one Giovanni Bardi, 
Conte di Vernio, for tlie purpose of discnEsing a new idea 
in their beloved art. Now, if we followed these gentlemen, 
what should we hear and see? Something very interesting, 
yet, from our point of view to-day, very strange. They 
were determined to develop opera, yet they had only the 
vagnest idea how it should be done. 

The opera as we have it at present had so far been un- 
heard of, and the only snggestion these Italian gentlemen 
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had for such a form of muBical compoBi'tion was that given 
them by the Greek lyrical dramas id the famous theatre of 
ancient Athens, where plays were given accompanied by an 
orchestra of lyres and Antes. When the "Agamemnon" 
was performed every woi-d of the dialogne was declaimed 
as musically as possible, and the choruses were sung as well 
as was possible at that time. In early English times music, 
or recitative, was introduced into tlie simplest plays osnally 
performed in the public streets. People in various coun- 
tries had been gifted with some perception of the beauty in 
combining music and dialogue, but, as I have said, the regu- 
lar opera was unknown up to the sixteenth century. 

Oar Italian gentlemen discnssed their new ideas over and 
over again before they made definite efEorts to put them 
into practice. One of the party named Caccini wrote a 
series of songs, or " pieces," which he sang at Bardi's house 
one evening, accompanying himself on the lute. He had a 
beautif qI voice, and delighted every one, so that his sugges- 
tion of attaching to tlieee songs something dramatic in the 
way of action was received with pleasure. Little by little 
the idea of a musical drama gathered strength, and one of 
the first actnal performances of which we read was at Man- 
tua in 1594, when a work called " L'Amfi parnasso " was 
given. We who have heard the opera in its perfection 
would be, no doubt,greatly amused could we witness "L'Amfi 
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parnasso " given precisely as it was in Italy towards the close 
of that splendid and warmly colored aud enggestive century. 

There was no overture and no instrnmental accompani- 
meot of any kind; five singers only took part in it. When 
two were on tbe stage the remaining three stood behind the 
scenes singing a kind of accompaniment. Everybody in 
Mantna was charmed by this performance, considered en- 
tirely novel and very graceful in character, but what wonld 
dear old Master Yeechio, who wrote it, have said had he 
looked ahead nearly three hundred years to the time of the 
great Bayreutb festival, where Wagner's operas were pro- 
duced with snch a wealth of orchestration and so many glo- 
rious and superbly trained voices ? 

Conte Vemio's house was not the only one in Florence 
where the new musical impulse was well received and help- 
ed on. A nobleman named Corsi received the musicians of 
the day, offering them every encouragement, and especially 
urging on the work of one Jacopo Peri and Vincent Galileo 
— father of the great astronomer — and Caccini. These three 
young men were burning with genius, and possessed a great 
amount of energy, but it appears that no one of tbe three 
had much knowledge of harmony or counterpoint. Cac- 
cini, as I have told you, wrote a series of very dramatic 
songs, or, as they were called, canzonettes, which were the 
basis of music of a more dramatic character. Tlie special 
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importance of thia music to the BtudeDt of to-day lies in the 
fact that it was the first written for a single voice, the first 
composed for an accompaniment of one instrument, and, as 
may be imagined, it prodaced a marked effect upon music, 
both Tocal and instrnmental, all over the world. Madrigals 
had preceded these canzonettes, and no doubt contained 
much more that was more pleasing to the ear than many of 
the new songs offered the public by the composers of the 
latter part of the sixteenth and the beginning of the seven- 
teenth century ; but there is no donbt that we owe to the 
three musicians 1 have mentioned the first definite idea for 
the music known technically as Monodia, which is a term 
from the Greek, single, a song, " and applied by modern 
critics to music written in what is sometimes called the ho- 
mophonic style; that is to say, music in which the melody 
is confined to a single part instead of being equally distrib- 
uted between all the voices employed, as in the polyphonic 
schools."* 

Peri, at the suggestion of Signor Corsi, wrote a work in 
the operatic style called " Daf ne," " in order," as he says 
himself, " to test the effect of the particular kind of melody 
which they imagined to be identical with that used by the 
ancient Greeks and Bomans throughout their dramas, and" 

■ QroTe'a Musical DicUooarf, page 834. 
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Although we are told that " it charmed the whole citj " of 
Florence, where it was performed, it was not eafficieotly 
charactenBtic to create a Bchool of similar composition. I 
think it safe to say that the first trne Italian opera, on 
which all of ours have been founded, was Peri's next work, 
"Eurjdice," which he composed in honor of the marriage 
of King Henry IV. of France with Uaria of Medici. The 
performance of tlus opera — the first ever given in pablic — 
took place in the year 1600, and raised the whole of Italy 
to enthusiasm. The libretto was written by Rinaccini, and 
the noblemen of Florence contended for the honor of per- 
forming in it. Behind the scenes Corsi, the liberal patron 
of the Florentine art, presided at the harpsichord, while 
three noted men of Florence performed on the chitarone, a 
very long, deeply-necked lute, with wire strings and two sets 
of tnning-pegs (an old chitarone is preserved in the South 
Kensington Mnsenm), a vioi, and a large Inte. Three fintea 
were added to this little orchestra. In the library of the 
British Hnaeam is a copy of the score of this opera, which, 
when I read it, seemed to me to possess mnch delicacy and 
spirit, and I believe that good critics consider it a work of 
decided art in spite of Peri's ignorance of many of the 
rales of connterpoint. 

From this hour the opera was recognized as a form of art 
in musical composition, and as the interest in mnsic, espe- 
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oiallj where a dramatic spirit conld be added, was beginniog 
to be felt all over Europe, it progresEed and developed rap- 
idly, as yon may iiuagiue. 

It wonld be impoasible io this space to tell yon the story 
of the opera in detail — how it advanced steadily, io France 
reaching a great height, where a composer named Lnlli, in 
1650, established it among the French people. LulH bad 
been brought from Florence as a page in the conrt of Lonia 
XIY. He served the king's niece, Mademoiselle de Kont- 
pcnsier, and no donbt he bad listened from boyhood to all 
the finest music of the day in her boudoir. 

Among Italian composers of this early period the man 
who seems to me most interesting was Alessandro Scar- 
latti. He made striking improvements in the form of the 
opera, varied its monotony in many original ways, and, 
best of all, insisted npon its being written from a scientific 
point of view. Peri and his followers had not cared par^ 
ticniarly for writing according to the strict rules of harmo- 
ny. They seemed to have despised the art of eonnterpoint, 
and therefore it is that their work conld never live, or do 
more than please the unedocated ear. Onr debt of grati- 
tude to them is for their discovery, as it were, of what conld 
be done with mnsic and dialogue, and their zeal in carrying 
out an entirely novel method, but to Scarlatti we owe the 
bringing of science to bear npon this first brilliant snggestion. 
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Stradella, a famoas contemporary of Scarlatti, wrote ia 
the operatic style, aud at the same time contributed largely 
to charch music in hie day, giving to it a peculiar character, 
a certain breadth and melodious form, different from the 
more solemn strains of church composers who had preceded 
liim. Stradella's life was a very sad one, ending tragically. 
He was a gentleman of great refinement, but not of high 
rank, so that when he became engaged to one of his pupils 
whose rank was far above liis own It created a great deal of 
excitement in Florence and Venice. Stradella and bis fair 
pupil were married, and wonld have lived very happily but 
for the fact that asBassins constantly pursued him. Once 
three of these men tried to kill him. Tliey followed him to 
the church of St. John in Kome, where he was to sing, but 
there, while listening to his heavenly voice, their purpose 
changed; his music dissipated all their blood-thirsty feel- 
ings, and they made their escape, afraid to confront their 
eniployerB with stainless bauds. Stradella, however, was 
not destined to escape the vengeance of his wife's friends. 
In Genoa both husband and wife were secretly stabbed to 
death, no trace of the assasfiins being found. 

Of the rise and progress of the opera in England much 
could be said, but I must group only a few facts about some 
one centre. 

The English seem from very early times to have de- 
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lighted in oombiiiing mueic with a certain Bort of dialogne. 
It was the ciistom, as I have said, to give perforinaDces in 
the public Etreets, the singers standing in large carts, around 
which crowds of people collected. With all their grotesqae- 
neSB and absurdity there was a dignity about them which 
impressed their rude andiences. 

In 1658 was born in London a boy named Henry Parcell. 
Music seemed to grow with him. When he was very yonng 
he was put into the choir school at Westminster Abbey, 
and it was only the other day I was standing in the old 
school -room where the boy Purcell sat, and looking at a 
quaint old picture of him which hangs upon the wall. 

The Westminster boys were taught ninsie very fairly by 
old Cook and Humphries. It must have been a cheerful 
life. To-day the school has been enlarged and beautified, 
bat even then it surely possessed the charm of peace, and 
yet great harmonies, for it stands almost in the shelter of 
the abbey, and all day long the boys bad the dear old clois- 
ter to run about in, and twice a day they listened to glori- 
ons music on the organ, Pnrcell grew full of musical fire, 
and when he was eighteen he was appointed organist of the 
great abbey. He wrote constantly, catches, glees, songs, 
and hymns, which to this day are listened to and sang with 
delight. 

It was when Pnrcell was about nineteen that he one day 
1 
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received an invitation from & Bcliool-master to call, on mo- 
Bical bnsinees, at bis house in Chelsea. Thither he went. 
He found a young ladiee' fichool, and an energetic master 
who wished his pupils to perform something operatic. So 
Purcell wrote the music, and Tate the words, of " Dido and 
^neaa," a little operetta in which he himself performed, 
and which was so snccessfal that henceforth he wrote chief- 
ly for the stage. 

But all the time everybody in London was singing or 
playing his glees and madrigals. In Westminster was a 
fatnons old tavern known as Purcell's Head, and clnbs used 
to meet there to sing his mnsio. Meanwhile we can fancy 
Milton as a youth plajhig his most solemn music in that 
quaint room of his, with its faded hangings and grand 
organ, and at the theatre elaborate performances of "The 
Tempest," " The Indian Qneen," and other plays, to which 
was added " Mr. Purcell's mnsicke." 

Those were rollicking and riotous times. Fnrcell's sweet 
music seems to come in with some feeling of soothing 
sounds, but had the times been better he would have done 
more, I am sure, in his noblest direction. Everything at 
court and around it was careless and reckless. Dryden, the 
poet, who wrote many of the plays for which Pnrcell fur- 
nished the music, bitterly regretted when he was older that 
he had wasted so much time amusing an ungodly people. 
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Purcell seems only to have thowght of Iiis ninsio, and cer- 
tainly at this date, two hnndred years after his death, his 
sweetness and eliarm are as strongly felt. In 1695 he died, 
and his tomb is in the abbey where his childish feet so 
often passed and repassed, and beneath the organ where he 
BO often played in his most innocent and most happy years. 
When I was a child I nsed to be very fond of a faded lit- 
tle picture which I often saw in an old lady's house. It 
hung on a staircase, and going up and down I liked to 
stop and look at it, and make up stories about the two peo- 
ple in it. The picture represented a fine room, evidently 
in a palace. A splendidly dressed young lady, with a tre- 
mendous coiffure and a brocaded gown, was seated before a 
spinet or old-fashioned piano. Just behind her was a gen- 
tleman, also dressed iu the fashion of 1770. He seemed to 
be teaching her to play. The young lady, I thought, was 
charmingly pretty. The gentleman had a strong, rather 
stem face, high cheek bones, and a large forehead, but the 
look of his eyes was not unkindly. Underneath the picture 
was printed in script, with a great many flourishes, 

" Gluck and Marie Antometie." 

The little picture was of no special merit as a work of 
art, yet it possessed such an extraordinary fascination for 
my childish eyes that the other day, when at a concert I 
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llatened to some of Glnck's Bireetegt music, the strsiiis 
Beemed to bring it back in a flaeh to my mind's eye. In 
imagiuatioD I again saw elearlj the little ebony frame and 
faded tints,' the prettj, smiling yoang danphineea, and the 
grave tbongh kind-hearted master. 

That scene was but one from the life of Glnct, who waa 
famoDs in the last centnry for his operas, his social popu- 
larity, hie grand pupils, and last, but what is beet of all, hie 
being the fonnder of opera in its most classical form. 

On Jnly 2, 171t, Christoph Willibald Bitter von Glack 
was born at Weidenwang. His father was in the service of 
a prince, and Christoph had all the musical advantages of 
the period, specially those of the Jesnit College at Koni- 
motan, where he learned to sing, to play the harpsichord 
and the organ and the violin. He early tried his hand at 
composition ; hie ideas were mainly ijramatic, but the opera 
of that day was not satisfactory, and yon muet bear in mind, 
when criticising Glnck's early work, that orchestral music, 
except in a very few places, was not understood, and at 
least the arrangement of the orchestra as we have it now 
was not known, and as a rule condnctore of the theatre or 
concert band played on the harpeichord, keeping time not 
too well, for a few instraments which were imperfectly pnt 
together and with but little idea of harmony. Chamber 
masic consisted chiefly of trios, the quartette not then he- 
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log in nse, and anything distinctly like a claasical compost- 
tioD in the operatic or dramatic etyle had not been offered 
to the public. Italian mneic had spread its inflneDce orer 
the northern countries of Europe, but before Gluck'e day 
Bach and Handel had created something that was more de- 
cidedly Gei'man, both in sacred and aecnlar masic, and G-lack 
liimself had strongly German instincts although he studied 
in Milan, and before be was of age had written and pro- 
duced eight operas in the Italian style. 

These were not a great advance on those of other writers, 
bnt Gluck felt quite sure that something much better could 
be done, and when in 1736 he went to England, be visited 
Handel, who was then prosperous and busy in the conrt of 
George 11. 

Gluck was only twenty-two, an eager, restless young man, 
with his head full of ideas, and a pocket full of manuscripts. 
To old Handel he showed his music and begged for criti- 
cism, bat Handel would only admit that it " promised well." 
Bnt he gave Gluck a most valuable suggestion when ho de- 
clared that the young composer of the operas should turn 
his attention to counterpoint, to something which would 
result in a more masterly style. OS. went Gluck to Paris, 
and there meeting with much encouragement from the 
poets and writers of the day, as well as the royal family, 
set to work on a new basis. 
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The opera, as it was then written, consieted simply of a 
Beries of songs in which the stor; of the opera was related ; 
there were some imperfectly rendered recitations, an or- 
chestral accompaniment was unskilfully devised, and, as a 
rule, worse performed, but the airs were frequently very 
popular, and the whole thing was kept going because it 
pleased the public taste. The instinct of genius, however, 
could not be satisfied by any work planned and produced 
on BO irregular and incorrect a model, and Gluck decided 
that he could and would reform operatic composition. In 
France ho obtained snggestioDS of a fine style of dramatic 
recitative ; in Italy his natural taste for melody had been 
cultivated, and his experience in England aud in Grermany 
taught him the use of a carefully arranged orchestra. 

In one of his letters, translated by Lady Wallace, he 
writes: "My purpose was to restrict music to its true office, 
that of ministering to the expression of poetry without in- 
terrupting the action." 

Fashion governed art and music very curiously in those 
days. It was in 1746 that there was a rage in England for 
what was called the "glasses." This was in reality a har- 
monica — an instrument made of glasses, and which, by ap- 
plying a finger moistened with water, produced what were 
considered agreeable concords. It is odd to think of the 
great composer Olack making his bow before the public 
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at the Hajmarket Theatre, as a pei'foriner oa the musi- 
cal glassee. In one of Horace Walpole's famons letters, he 
writes of this event as stirring the fashionable world. The 
instrument later became very popular, and Mozart and Bee- 
thoven did not disdain to write music for it. 

Gluck's work went on very steadily, in spite of the con- 
troversies of his friends and enemies and hia personal an- 
noyances. Final success came with his grand opera found- 
ed on the mythological story of Orpheus and Eurydiee, 

I have told you that Olnck reformed the style of the 
opera. He modelled his work npon the old Greek ideas 
of dramatic art. He felt that so far the opera had been 
more like a concert — a mere collection of melodies and bal- 
lads; he bent all his energies to making a lyric drama of 
opei'aa, and he succeeded. 

In Tienna much of his time and his work had to be 
given to the princes and princesses, who were bis patrons. 
On one occasion the royal family performed his opera of 
"II Farnasso." About this time he tangbt the archduchess 
Marie Antoinette, and later she wrote from Faris to her sis- 
ter, speaking of him as " twtre cher Gluok " (our dear Glnck). 

It was Gluck who first introduced cymbals and the big 
drum into the orchestra. He fought hard over this inno- 
vation. His enemies got out satirical pamphlets, in which 
his "big noises" were ridiculed, but Giuck went hia own 
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way, determined to carry his point and prove himself right. 
Gliick's last opera was " Echo et Narcisse." This was pro- 
duced in 1779, and soon after he retired to Vienna, where 
lie passed his last years among the kindest friends. In 
1787 he died suddenly. 

The great object of Gluck's life was attained. He made 
himself felt in every branch of operatic performance; he 
improved the method, arrangement, and especially its dram- 
atic power; he made it a drama, and its mnsic classical. 

This word classical, as applied to mnsic, I am sure many 
of our young people do not fully nnderstand. To define it 
completely would be difficult, but I will try and give you 
some idea of what it means. 

To be strictly classical a musical composition mnst be 
written according to the standard rules of the art, and with 
a avhject or theme worthy of the setting. It may be very 
simple, it may have but slight elaboration, yet it must con- 
tain the elements of true musical inspiration and of musical 
art before it is classical. To form any correct judgment as 
to what is classically good, }'ou most have some knowledge 
of the laws of mnsic, so that you see bow useful is the 
study of a certain amount of harmony to those who never 
aspire to fine performance. You may ask who is to judge 
for us whether the subject of a musical work is worthy ? 
This has to be decided by the good taste of the person 
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who is criticising, and at the same time we can follow 
the opinion of the majority of those critics whom the 
world allows are best fitted to form such jadgments for ns. 
Our likes and dislikes, of course, need not be governed by 
this, nor need mnsic be heavy or labored to be considered 
" classical," as so many young people suppose. The airiest 
of Bach's gavottes, the most emotional of Beethoven's an- 
dantes, the most brilliant of Mendelssohn's overtures — all 
of these are as purely classical as the most ponderoos and 
sublime of symphonies or sonatas. It is doing a good 
theme perfect justice which makes a work classical, and a 
poor subject, incorrectly treated, is not to be called music, 
no matter how much "dash" or "go" or so-called pretti- 
ness it may have about it ; and the young student of music 
ought to be as careful in regard to the choice of his or her 
studies as in speaking of a language. To be classical is 
simply to be grammatical. Would you wish to recite a 
piece of poetry in a foreign tongue, without any regard to 
rhythm, rhyme, or reason, simply because the mere wards 
in French or German were spoken ? Wonid not such 
a performance seem positively ludicrous? When yon can 
bring to your musical study the same sensitiveness and ap- 
preciation with which you regard the study of a language, 
yon will find that you care only for what is the beat, or, in 
otlier words, the classical. 



D,gn,-.rihyGOO^Ie 



The Story of Music and Musicians. 



CHAPTER Vm. 

"Papa Haydn."— What came of a Frolic. —The Wig-maker's Hoose- 
hold,— The Wandering Minatrels.— " Wliose Music is tliat!"— Sym- 
phonies. — What ihey are. — Haydn's Last Hours. 

Ome day, nearly one hundred and fifty years ago, two 
elderly gentlemen were dining together in an old house in 
Hambnrg, Germany ; they were mnsic-masters of note in 
those days. Herr Franck was the host; the guest was 
Herr Eeuter, capellmeister at Vienna. Their conversation 
naturally enough was upon inuaic, the new and the old 
musicians, singers and conductors. Suddenly Herr Franck 
declared that he had in his house a prodigy, a boy of nine 
years of age, whom he had brought up from the country. 
He had discovered him in his father's house, singing and 
keeping perfect time with two pieces of stick, while liis 
father, a coach-maker, and his mother accompanied him, 
the one with the harp, the other with a vigorous hot not 
untuneful voice. The Hamburg musician, detecting the 
possibilities of something very fine in the child's voice, as 
he sat there singing in the little cottage kitchen, brought 
him to Hamburg, where, with a fair share of blows and 
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Bcoldings, he was teaching him the divine art of music. 
Herr Kentor was delighted by hia host'e accotint of the 
little genius. The boy was Biimmoned from the kitchen 
where he was dining with the cook, and no doabt enjoying 
his Sunday pudding with great relisli, for he worked hard 
and did not fare too well. 

I like to think of that pictnre — of the old wainscoted 
dining-room, the grave ransicians looking up from their 
dinner as the door opens on a small, dark-haired, brown- 
skinned boy, a dainty, delicately modelled child, who enters 
ebyly and stands at a distance from the table, his hands be- 
hind him and the head bent down, until his teacher, Herr 
Franck, bide him sing. Then the boy's voice breaks all 
the bonds of restraint; back goes his little head and he 
aings. It is an irrepressible burst of melody ; up springs 
Keuter, the old master, exclaiming, "He shall come to my 
choir ; he is just what I want." 

This waa a wonderful step onward for the child. But 
lienter little knew the fnture of the boy whom he took 
that day, and never dreamed that his name, Francis Joseph 
Haydn, wonld be famous two centuries later in every civ- 
ilized country of the world, and best known as that of the 
founder of the modem symphony. 

Renter carried young Haydn off to Vienna, where he 
was placed in the cathedral choir, and where his sweet 
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young voice, a marveltone soprano, filled all the town with 
deliglit. His parents gave him freelj in charge to old 
Kenter. But the master was selSeh and exacting. The boy 
longed to compose, but Benter refused to allow him to take 
lessons in composition, and made him give his whole time 
to choir practice. Haydn had very little money, but he 
hoarded every penny for a long time, and when he was 
thirteen years old he purchased two treatises on music, and 
having studied them diligently, actually composed a mass. 

I do not suppose it was very fine mnsic, bnt at all events 
it showed a great desire for work, and it was too bad that 
Renter should have roared with laughter over it, and given 
the eager boy no encouragement. It seems as though from 
that time the old master was determined to thwart and an- 
noy his pupil. The lad found choir-work s slavery, but did 
not know how to free himself. A piece of idle mischief 
led to his escape. One day in a frolic he cut off the tail of 
the wig of a singer in tlie choir. Beutcr flew into a rage, 
turning Haydn out then and there, actually expelling him 
from choir, board, and lodging. It was a cruel wiuter'a 
night. The lad wandered about the streets of Vienna, un- 
til he remembered the one person who had ever encour- 
aged him. This was a barber named Keller, and to his 
humble abode Haydn directed his steps. Keller gave him 
a cordial welcome, though he had but little to ofEer : a loft 
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— in which, however, Btood an old harpsichord — and a seat 
at his simple table. In the wig- maker's family Hajdn 
went joyfully to work. He had some sonatas of Baoh's, 
he picked np odd bits of mnsic here and there, mastered 
the science of those who had gone before him, and though 
often cold and hungry, was never cheerless. Now and then 
he went into the shop, where Keller and his diinghter Anne 
were at work on wigs, and where Haydn's assistance was 
quite acceptable. Anne Keller was a plain, dull girl, who 
knew nothing of the great art of her father's lodger, yet 
Haydn was grateful for her rough sort of kindness to him. 
He became engaged to her, and later, when he was more 
prosperoQB, married her. 

It was not long before the young mnsician had made a 
circle of friends. He played on the violin and the organ, 
sometimes in tlie churches and occasionally in the salons of 
some great ladies, bnt his chief enjoyment was a little club 
of wandering minstrels. They were a band of enthusiastic 
youths who wandered about Vienna on moonlight nights to 
serenade famons musicians. 

One night they directed their steps to the honse of Herr 
Curtz, the leader of tlie Opera. Under his windows they 
began one of Haydn's compositions, the young musician's 
violin slowly filling the moonlit garden with melody. No 
demonstration from old Gartz was expected, but suddenly 
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a window was flnng open, ont came Cartz's bead, and bis 
voice Bcreamed to know who was playing. 

Back came the answer, " Joseph Ha;dD." 

" Whose Rioeic is it 1" 

" Mine." 

Down came Curtz, collared the astonished young man, 
and brought him np-stalre to a big, candle-lit room, where 
stood a fine piano littered with music. There, when the 
two had regained their breath, Cnrtz explained that be 
wanted Hajdn to compoBe some music for a new libretto 
he had written. Now this was certainly an important mo- 
ment. Haydn sat down to the piano, banged away, tried 
various ideas, and at last hit upon the right thing. Before 
daylight he had arranged with Cartz for the music, for 
which he '^as promised one hundred and thirty florins. 

It was his first real enccees, and from that moment pros- 
perity attended him. He wrote his first symphony when he 
was twenty-eight, in the year 1759. Soon after he received 
an appointment in the bousehold of Prince Esterhazy, where 
his duty was a curious one. He was obliged to have a piece 
of music ready to lay on his patron's breakfast-table every 
morning. This may seem drudgery, bnt in reality these 
years were among the happiest of Haydn's life, marred only 
by his marriage with the barber's daughter, Anne Keller, 
whose wretched temper at last forced him to separate from 
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her. He cared for her tenderly, however, and she was well 
content with her lot in life. 

Aronnd Haydn, in England, France, and Germany, a band 
of young masiciana gathered, eager to watch hie develop- 
ments in mneic. Among them Mozart, then a very youth- 
ful composer, was not only the greatest genins but the most 
iutereBting figure. He it was who gave to the master that 
endearing title of " Papa Haydn," whereby he was and even 
now is tenderly and familiarly known. Between the two 
men existed the most tonching friendship, broken only by 
Mozart's early death. 

I have told yon that Haydn was the founder of the sym- 
phony as we know it to-day. Strictly speaking, the sym- 
phony is a long and elaborate composition for a full orches- 
tra ; arranged for a piano it snggested wind and stringed in- 
struments, and if properly played gives a fine idea of all the 
orchestral efEucts produced. Any number of instruments 
may be employed in its execution, and voices are occasion- 
ally added. The movements of the symphony are four: 
the allegro, the andante or adagio, the minuet or scherzo, 
and the allegro or presto. Two them^ or Bubjects, or we 
might say ideas, are employed in the first movement, and 
these are given in two different keys, the theme working 
back and forth, op and down, returning to the original key 
with grace or strength or brilliancy, or it may bo a pathos 
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which belongs to certain progressions from the minor to 
the major and vice versa. Ooce the sjimphony -was start- 
ed, it, as joii maj readily imagine, suggested innumerable 
improvements in the orchestra of the day ; consequently 
Haydn's work was not alone that of composition, bnt of 
development for mnsicians in different ranks, and when 
finally produced, Iiis work created by its demands a supply 
of good material in the orchestra which was speedily forth- 
coming. 

Not alone upon the symphony did Haydn work. His 
oratorio, "The Creation," was composed in 1799, and his 
quartettes and concertos are of a superior order. 

With a perfoi-mance of " The Creation " in 1809 is asso- 
ciated one of the last scenes of Haydn's life. 

The public of Vienna wished to pay their honored musi- 
cian a tribute, and so the oratorio was given with every 
possible brilliancy of effect and performance. Haydn was 
an old man, and very feeble, and he was obliged to be car- 
ried into the theatre; but there he sat near his dear friend 
Princess Esterhazy, while all eyes turned lovingly and rev- 
erently towards him. 

When the music reached that part in which the words 
" Let there be light " occur, Haydn rose, and pointing heav- 
enward said, aloud, " It comes from thence ;" and indeed all 
knew that the master's work was always a subject of prayer 
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and humble supplication that he might be able to do the 
best for the good of all. 

After that evening Haydn never left his lionse. He grew 
feebler daily, but suffered little pain. One day, when he 
was thought to be past conscionsneaa, he suddenly roee from 
his conch, and by a superbuman effort reached the piano. 

There, in a voice which yet held the cadences of the boy 
chorister of long ago, he sang the national hymn, and so, 
his hands dropping on the keys, he was carried gently t& 
his bed and to his peaceful death. This was in May, 1809 : 
Francis Joseph Haydn, bom in 1732, died in his seventy- 
eighth year. 
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CHAPTER IX. 

The Stoijof the Sonata. — Suites and Madrigals. — CoieUi's Work. — Anec- 
dote of Handel in Rome.— "C Major."— The Movements of the So- 
nata Bipluned and Defined. — Old Dances and Dance Tunes. — What 
the Minstrels and Soldiers of the Six(«ealh Century Introduced.— Min- 
uets. — Scherzos. 

The hiBtory of the sonata is one whicli I am enre all 
yonng BtudentB who enjoy their work could read in detail 
with both profit and much entertainment, for it belongs to 
' a most picturesque and interesting period in miisical art. 
At the end of the eiiiteenth century a great desire arose 
among musical enthusiasts to create some form of music 
which would express feelings of various kinds. Up to that 
time the grandest form of composition had been uBed only 
in church- music, and while these earnest individaala had no 
desire to detract from the power and beauty of such music, 
they considered rightly enough that a refining influence in 
society would be mnsic which appealed more to their hu- 
man sentiments than those inspired only by the solemnity 
of religious ceremonial. The opera and the cantata had 
been received, and although by no means perfect were suc- 
cessful ; but an elaborate form of composition such as be- 
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came known later under the name of sonakt was not kaowQ 
nntil the eod of the sixteenth centnrj. Even then snch 
pieces were mnch more simple than the Bonata as we Bee 
it one hundred and fifty years later ; the sonata, indeed, 
which Beethoven finally perfected and handed down to qb. 
Originally, about 1620, the sonata consisted of but one 
moTement, and seems to have come from the madrigals of 
that period. Wliat were called suites often formed a Bug- 
gestion for those early sonatas, for which reason we find 
that tlie names applied to different parts of such a work 
closely resemble those used for the dance tunes of the 
sixteenth and seventeeuth centuries, "When written for 
chnrch-mnsic, as it was in that day, the sonata consieted of 
slow, solemn movements, but the sonata as we have it to- 
day must consist of four movements. The drama also sug- 
gested some of the musical ideas used in its formation, and 
there is no doubt that it at one time was used as an accom- 
paniment for vocal performance. Were it possible to go 
into close detail, I could give yon a score of names connect- 
ed with early sonatas and many stories belonging to their 
time; but wliat we have to consider is the sonata as we 
have it to-day. Perhaps the sonatas of a mnsiciao named 
Corelli may be considered as a fair starting-point, since he 
worked with a close regard to forms and published sixty 
sonatas of different kinds, chiefiy beginning with a slow 
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movement, very dignified and stately, and followed by three 
niovenients of varied character. Corelli waa born in Fnsi- 
gnano, in Italy, in 1653. He Btndied counterpoint or snch 
harmony and thorough-bass as could then be tanght from 
Simonelli and the violin from Basani. On this instrument 
he is said to have performed marvellously well, but an an- 
ecdote related of him and Handel indicates somewhat the 
delicacy but lack of vigor in his style. Handel was in 
Kome for the purpose of conducting some of his own can- 
tatas. A cantiiia is a kind of short opera or oratorio, and 
was originally a sort of musical recitation by a person with 
no dramatic performance and accompanied by one instru- 
ment ; at present it consists of a choral work of more elab- 
orate character ; too short to be called an oratorio, and when 
it is secular too light in tone or melody to be dignified by 
that name. Handel's cantatas were many of them very state- 
ly and grand, and in the special one which he directed in 
Kome while Corelli led the band there occur some very 
powerful passages. Corelli, as well as being leader of the 
band, played first violin ; and exquisite as was his style Han- 
del lost all patience over the tamo way in which he produced 
these parts, especially where the following notes occur. 
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At last, unable to endare it any longer, Handel rushed 
forward and snatched the violin ont of Gorelli's hands, 
stamping up and down before him, began to fairly thunder 
it forth, singing loudly and playing on tbo instrument at 
the same time. Corelli listened, answered most politely 
some of Handel's violent remarks and calmly began over 
again, not even losing his temper, but not giving the pas- 
sage in question with any more vigor, for whiuh reason 
Handel never could be brought to do Corelli justice as a 
composer or performer, but he is well known now to have 
reformed many points in technique 1 and limited as he was 
both in composition and performance, we owe him a great 
deal for his methodical manner and his patience in reai^ 
ranging the confused ideas which belonged to that pei'iod. 
Sometimes he made startling mistakes, one of which indi- 
cates the lack of musical knowledge at that day, and being 
connected with the famous composer Scarlatti is ^specially 
interesting. The two composers were at a concert for the 
King of Naples. Corelli was leading, and in a composition 
of Scarlatti's made some small mistakes which confused 
him in spite of Scarlatti's efforts to gloes it over. The 
next piece was in the key of C minor. Corelli began it 
in C major. "We will begin again," whispered Scarlatti, 
but again and again Corelli failed to see or to rectify his 
mistake; and it is said that so great was his humiliation 
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that liJB health immediately began to fail, aod in fact he 
died soon afterwards, iu January, 1713. 

The four moTements of the sonata are as follows : first an 
aUegro, nest an andcmte, following this s mimiet or echerso 
— this was introdnced by Beethoven — the fonrth movement 
again aUegro or presto or rondo. The allegro has two of 
what are called themes or subjects, one in the tonic or key- 
note, the other in the dominant. This is the fifth note above 
the key-uote; for example, should the first theme of an al- 
legro be written in C, the second would have to be in G. 
It is called the dominant becanse the key to any passage can- 
not be actaally known unless it has this note for the root. 
Should the first theme of the sonata be written in the minor 
key then the second would have to be in the relative major. 

The second movement of the sonata, the andante, has 
UBually one theme or subject, and it is a key which relates 
in some way to the tonic or leading key. The third move- 
ment, the minuet, has its origin in music of French origin. 
It was written always in dancing time. Sometimes it is 
called the trio, because of its second movement being com- 
posed in three part harmony. When we come to consider 
the symphony we will hear more of the minuet and scher- 
zo time. The fourth movement goes back to the original 
key, but there is only one theme, and this is often repeated 
over and over in various ways. 
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This, of course, is merely an oatUne whereby composers 
have a certain rule to govern them, but they are allowed 
certain license, so that occasionally yon will find sonatas 
written without close adherence to this form. Schubert 
constantly disregarded rules in his sonatas, and occasionally 
Beethoven did the same. To Haydn, Mozart, and Bee- 
thoven we owe the sonata as we have it now ; for begin- 
ners I should recommend Haydn and Mozart as the simplest 
reading and beet music to begin npon. 

The actual meaning of the term allegro is "cheerful," 
from which yon can form acme idea of its application in 
musical expression, bat its proper significance relates to the 
speed to be used in playing any portion of a piece of music 
which is marked allegro. The tempo of such portions ia 
between andante and presto. Various words are combined 
with allegro, such as " molto," " conbrio," which indicate 
a quickening of the time; then the "allegro moderate," 
or " non troppo," meaning a slower time ; while the size 
of the hall in which an orchestra are playing, the number 
of performers, and many such points indicate the time in 
which the allegro is to be taken, no matter how the marks 
read on the mnsic. 

The andante, following the allegro in a sonata, means 
to " move along at a moderate pace," and like adagio and 
largo the term is used as a name for a piece of music, or 
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else as the name for one movement always taken Blowly in 
Bonata, sympbon;, etc. 

The minuet or sclierzo, which is the third movement of 
the Bonata, was introdnced by Beethoven. The minuet iB 
a piece of music in dancing measure, and ib emphatically of 
French origin. The name is from menu, and refers to the 
small 8t«ps of the dance. When it was invented is un- 
certain. A French composer named Lulli is eappc^ed by 
many to have invented it. The first form of the minuet 
consisted of two eight-bar phrases in | time. These were 
repeated, sometimes beginning on the third beat of the bar, 
but generally upon the first, and the movement was ex- 
tremely moderate and precise. 

Mozart, in "Don Giovanni," has written what is consid- 
ered the most perfect form of the original minuet. Fol- 
lowing this first movement came a second written in three- 
part harmony, for which reason it was called a trio. Fre- 
quently the second part of the dauce contained sixteen or 
more bars in place of the original eight. In what is known 
as the suite we frequently find a minnet in this form. The 
suites which led the way to the sonata were a collection of 
dance tunes, and their history is interesting, romantic, and 
picturesque. In the latter part of the sixteenth, and in the 
beginning of the eighteenth century, dancing tunea had 
spread all over civilized Europe. Travelling musicians took 

D,gn,-.rihyGOO^Ie 



Dancing and Dancing Tunes. 1 3 1 

them from place to place entertainiag the ladies and gen- 
tlemen of Court with them, while people retnrning from 
the wars or soldiers of foreign nations brought from place 
to place the daucee characteristic of their own climes; and 
the French and German and English people adopted them, 
in coarse of time popularizing them as completely as though 
they had originated among themselves. 

In Queen Elizabeth's day there was music of various 
kinds ordained for dancing. Suites consisting of "^ staid 
mitaioke ordered for grave darwing" and again a '^lighter 
and more sUrring kind.'" The poets of her day make fre- 
quent references to these old dancing tnnes, which are sig- 
nificant to us now in our study of sonata or symphony, as 
germs of the original feeling remain enough in both tempo 
and treatment to be suggestive, or to create a background 
for ns as we practise, wliich makes work for ns both pict- 
uresque and entertaining. The variety in styles and meth- 
ods of dancing and dancing tunes suggested the idea of 
putting together a collection, in which there should be a 
sufficient contrast to make the performance amusing and 
inspiring. Therefrom started the suite. Dances of vari- 
ous countries were selected, and composers of genius and 
note devoted much time to working for them. 

The dances, of course, are too numerons to mention — 
Pavana, GaUiarda, AUemanes, and BratUea originated in 
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Italy, Snabia, and France — and when tliese passed out of 
faeliion the AUmKmdea and Oourantes and the Sarahande 
came into favor. Following these the Minuet, tlie Rigga- 
(?oon, the G^aooTie, and finally in the English suite the t/i^ 
appeared. A description of these dances is not necesaary 
here, althongh their characteristic wonid be well worthy of 
study to the pianist, because of their direct influence upon 
lunaic and the snggestions which they offer for expression 
and feeling, as well as for the impetus which the history of 
any part of a science ie sure to give to the study of it. The 
scherzo, from the Italian word meaning jest, belongs to the 
sonata, and occnpies a prominent position therein. The 
old minuet or trio formed the groundwork of the scherzo 
as Beethoven developed it, and in it certain phrases.are re- 
peated, introduced and reintroduced with endless variations 
in a spirit of gayety and musical mirth which are charming 
when in the hands of a great composer. The movement is 
short, the rhythm carefully marked, and triple time consid- 
ered the best. Sometimes for the sake of strong contrast 
different time is used, but Beethoven clung, whenever it 
was possible, to the J time, even when another tempo might 
have been as well used. An admirable critic — Professor 
Gehring of Yienna—snggests that this has been done so that 
the written notes should attract the eye and therefore im> 
press the mind of the player with the composer's idea of a 
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"tripping lightness" — a qtiick rhythm, tlie three notes 
with their little "separated steniB" being more suggestive 
than quuvera with united ends. In Beethoven's C minor 
sjnipbon; the echerzo is worthy of the cloBest attention: 
suddenly it rushes from gayety into something terror-strick- 
en and pursned, returning, as the above-qnoted critic says, 
"All alive and well,"* in the tremendously joyful finale. 
All sorts of eccentricities are employed in the scherzo of 
the 8tb symphony ; especially when in rushes the tremen- 
dous bass with its C sharp converted into D flat, and just as 
the whole thing seems to have culminated in the chord of 
F repeated, beiiold there is a fresh impetns aroused — a start 
up again, and a new and brilliant finale. The scherzo of 
the 9th symphony is considered very typical, and the phrase 
given below indicates the character of the whole. 

Together with the study of the different portions of the 
sonata and the symphony, it is well to make especial note, 
of the keys and their reference to each other. 

* FrofeBsor Oeliriug does not suggest aaj resemblance in Scbumaon's ' 
work to Uiis special scherzo, but it seems to me that there are strong' 
ciiaracterisUcs in common. 
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CHAPTER X. 

Wolfgang Amodeus Mozart. — " Haater and Miss Mozart, Prodigies of 
Nature."— A Concert in the London of 1765.— •'Nannerl."— The CM- 
dren'a Presenta, — Home Discipline. — The House in Chelsea. — Playing 
and Composing. — The First Symphony. — An Old Letter.^Dueta a 
Novelty.— In Italy.— The First Opera.— An Important Visit.- The 
Weher Family. — A Heartless Coquette. — Consfanza. — "The Magic 
Flute."— Last Daya. 

Im the moQtU of May, 1765, an advertisement appeared 
in London, announcing tliat a concert would be given at 
Hickflford's Hooms, Brewer Street, Golden Square, "For 
tlie benefit of Mise Mozart, aged thirteen, and Master Mo- 
zart, eight years of age, prodigies of nature — a concert of 
music, with all the overtures of this little boy's own com- 
position," 

Suppose that we bad been able to attend that concert 
in May, 1765. A charming occasion it mnst have been, for 
London was quite excited over the event ; piano-forte per- 
formances were novel enough then, at least so far as special 
representations of the kind are concerned, to give this oc- 
casion a character of its own ; children, "prodigies of nat- 
ure," were particularly acceptable to the London pnblic. 
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At that time precocity among yonng misses and masters 
was regarded very favorably ; we read of quite small chil- 
dren being brought into company for the purpose of enter- 
taining older minds who had grown tired of the round 
of foolish dissipations and ordinary social pleasures; small 
children, scarcely able to speak their own language, some- 
times recited in classic tongues; dances were devised re- 
quiring grace and accuracy, and the little people who per- 
formed them were fSted and made much of, so that the 
performances of Miss Mozart and her small brother were 
Iiailed with delight. 

Very few of the prodigies, however, of that splendid pe- 
riod, lived to fulfil any promise of their childhood ; but as 
we read or hear the sonatas of Wolfgang Amadeiis Mozart , 
to-day — as we listen to the never-tiring strains of '' Don Gio- 
vanni" — as the oi^an swells forth in the glorious masses to 
which he has given his name, the scene in Qolden Square 
rises as a background for so much that is wonderfnl and 
inspiring, that we fain would conjure up its every detail, 
separating it very clearly from occaBions of a lighter char- 
acter in those summer seasons when George III. was young 
and mneic beginning to be patronized. I am sure there 
was a great deal of jostling about of sedan-chairs and foot- 
men that evening, and in the spring twilight — they gave 
concerts earlier then than now — the gorgeously dressed 
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ladies and gentlemen mnBt have looked ver; much like 
a pictnre. Let us follow thom into Hicksford's Rooms. 
We find oarBelves in a large and well-lighted hall with 
chairs and benches and a large platform containing some 
inetrmnenta and a good harpsichord. Out comes old Papa 
Mozart, a dignified gentleman from Salzbnrg, leading a child 
by each hand: one a charmingly pretty little girl in the 
quaint drees we aro reviving to-day; tlie other a boy of 
eight, of a most striking grace and beauty, and dressed like 
a little court gentleman — that is, with knee-breeches, silken 
hose, shoebuckles, a little satin coat with lace rnfSes, and 
a little sword at his side. The little boy makes his bow to 
an enthusiastic audience; he sits down at the piano, and 
forthwith begins one of his own sweet, childlike, yet has- 
monioos compositions. Then "Nannerl," as she is called, 
plays. Presently the two yonng prodigies vanish, the fine 
audience Dioves away, the lights are out, and the boy's Lon- 
don fame had begun. As we go throngh dingy Golden 
Square to-day, one hundred and eighteen years later, we 
think of all the music he left for ns to hear and feel and 
play between that night when he performed his own lit- 
tle compositions, and the day of his death in 1791, at the 
early age of thirty-five years. 

Wolfgang Amadeus Hozart was bom at Salzbnrg in 
1756. His father had possessed musical talent, which de- 
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BCeiided to the boy as genina. At three years of age lie 
learned to play ; before he was five he had composed a great 
many little melodies, which his father wrote down for him. 

I remember seeing in the studio of an English artist* in 
London, himself the son of a great mnsician, a picture 
representing the baby Mozart : a charming little figure lead- 
ing a visionary choir of angels. It seemed to me the very 
embodiment of what Mozart might have been as a child — 
beautiful, fascinating, angelic, and a musician from his sotil 
to his very finger-tips. 

His sister Anna, or " Nannerl," as they called her at home, 
also played marvellously well, and when the children were 
very young their father started with them on a concert 
tonr, during which time they played in London. As I told 
yon, the great ladies and gentlemen of the day delighted in 
juvenile precocity ; the little Mozarts were fSted and ca- 
ressed in a way which wonld have spoiled the lad's sweet, 
snnny nature, perhaps, but for his father's watchful care. 
With the tme German instinct for discipline, the elder Mo- 
zart guarded his children carefnlly from over -excitement 
or indulgence. Presents were constantly made them — 
garments of satin trimmed witli finest of laces. Bich 
jewels, besides all sorts of fanciful and expensive toys, were 

• Mr. Felix Moschelcs. 



D,gn,-.rihyGOO^Ie 



140 The Story of Music and Musicians. 

showered upon the cliildren. And even out of these the 
careful father fonnd a means of training the children's nat- 
ures; the clothes were need only on concert or special so- 
cial occasions ; the jewellery was kept locked away in a large 
box, and the children were only allowed to take it out and 
look at it when their behavior had been particularly good. 
They were permitted to play with it for a little while, but 
its intrinsic valne was never told them. During this Lon- 
don visit the Mozarts were for a time in lodgings in Chel- 
sea, a part of London which was then sn open country, with 
blooming gardens and green lanes stretching in every direc- 
tion, while the roar of the great city was far in the distance, 
and even Hicksford's Rooms were a long journey away. 

Old Mr. Mozart fell ill, and for some time the children 
had to keep very qniet. Tlie harpsichord was closed, and 
the brother and sister took to running about the pretty, 
suburban place, no doubt enjoying the respite from practic- 
ing; but even in this happy time Mozart's little brain waa 
at work with musical compositions. The enforced idleness 
and freedom from care was in its way productive. He 
delighted to romp with Nannerl, to bnild up a little house 
of stone and moss and weeds in the garden back of their 
lodgings ; but undercurrent was the impulse towards music- 
al work, mingling with his play and frolics, and finally tak- 
ing definite shape, when he composed his first symphony 
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(Opns 15). He waa then in his tenth year, but in this work 
an amount of scientific knowledge is displayed which, tak- 
ing the reaonrcea of the time into consideration, shows ns 
what sparkling genins the boy Mozart possessed. Soon 
after this the father recovered, the family removed to a 
qoaint old inn in Cornhill, London, and more concerts were 
advertised ; but the children had their precious souvenir of 
that " field - and - flower " holiday in the manDscript which 
was produced to the delight of the father daring his conva- 
lescence, and among the novelties offered in the programme 
were " Duets for Fonr Hands on the Harpsichord." 

This was id the year 1765. Among the treasares in aa 
old honse in England I have seen preserved a letter in 
which these performances are allnded to; one could wish 
that the writer had given more detail ; bnt as would he nat- 
ural, I suppose she, being the mother of two little people 
of her own, dwelt more on her anxiety that her children 
should be able to do like " Master and Miss Mozart" than 
upon the methods and appearance of the latter. She refers 
to their performance aa " vastly amusing," and Bays that the 
boy has a " most engaging look," and the little girl a " sweet 
German face, with a very serious although enchanting ex- 
pression." Still the letter shows how entirely novel and 
quaint a proceeding it was considered. People who crowd- 
ed to bear the childreo desired strongly to visit them at 
9 
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home ; and it -would seem as though they almost believed 
there waa Bome trickery in the way the performance was 
conducted, for Mozart the elder at laet annonnced a series 
of " test " entertainments. 

In the old inn was a large, wainscoted room wliere the 
harpsichord was placed. Here andiences inclading the tal- 
ent, wit, and fashion of London assembled twice a week, 
while the children, attired in all their bravery — and perhaps 
on these occasions being permitted to wear some of the de- 
lightful jewellery—were brought forward, the audience being 
requested to "test" them at the harpsichord. It is said they 
never failed in satisfying and delighting their hearers, the 
boy charming every one by his gayety, his quaiutnesa, his 
sweetness of temper, and as well the abandon with which 
he entered into his work ; and Nannerl, the little, aerions- 
eyed, blooming mddehen, fascinating the brilliant company 
by her simplicity and talent, and the adoring fondness she 
showed for her little brother. 

Passing from this time of snnny thongh precocious child- 
hood to a boyhood in which he worked indefatigably, we 
find Mozart in Italy, studying, composing, performing, and 
writing the most delightful letters home, chiefly to his dear 
]^annerl, who by this time was more devoted to domes- 
tic duties than music. But to her the boy always ponred 
forth his mnaical sentiments. Did he hear anytliing which 
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pleased him it was to Nannerl that he desired to write it ; 
and I think in all the history of great lives there has rarely 
been anything more touching than the devotion displayed 
by Mozart to those whom he loved — Bret to his parents 
and sister, later to his wife. 

One of the most interesting experiences of the Mozarts 
took place after the Italian visit in 1775- The Elector of 
Bavaria invited Mozart to write an opera for the Carnival. 
Mozart set to work speedily, watched over by hie parents 
and sister, and when the work was completed — it was called 
"La Tinta Giardanera" — the father and son, with pretty 
Nannerl, set ofi for Munich, where court life was then very 

gay- 

In the old market-place at Mnnich lived a very respect- 
able widow, and Nannerl, a charming maiden at that time, 
was taken there to lodge, the father and son being com- 
pelled to be nearer court. Of course Nannerl shared all 
the delights and excitement of the visit. Behesrsals began 
at once, and yonng Mozart darted in and out of hia sister's 
lodging half a dozen times a day to report progress. Not 
very long ago I was standing in the door-way of the old 
honse, and looking up the heavy oaken staircase, back of 
a little shop, which led to the rooms where Anna Mozai-t 
spent those days; and it seemed to me that I could see 
Mozart's fast flying young feet aa he rushed up and down, 
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hnmmiug bits of the opera, or perhaps enggestions of the 
finer work which was to come later. At all events a fas- 
cinating picture, with Nannerl bending over the batostrade 
from the gloom of the old hall above, her sweet yoang 
face shining down a benediction upon the ardent and anx- 
ious younger brother. No mnsical life, nnless it be that of 
Felix Mendelssohn, aSords more chartuing pictures, or in- 
deed more pathetic onee, than that of Mozart, and the sun- 
shine in bis music seems to me to belong to all this period 
of youth, the dawn of early manhood with which these days 
are so tenderly associated. 

At last the grand night came. Nannerl was dressed with 
extremest care by the old widow, and joined her father and 
brother. The three were fairly trembling with excitement, 
Mozart slipping his fingers now and then into bis sister's 
for a sympathetic pressure, althongh he carried his young 
head high, and in his splendid new costume of satin jind 
lace, with the flash of diamonds in his ruff and on his slip- 
pers, looked like .a yonng prince come forth to greet his 
people. 

The opera-house was crowded to excess; the oonrt waa 
tliere in full splendor, and Mozart, the youthful Maestro, 
sat with his father and Nannerl waiting so anxiously for the 
performance to begin that he scarcely heeded the glances 
bent npon him from every side. The boy — he was scarcely 
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nineteen — stood the blaze of admiration very well. HIb 
mind was centred npon the music, and from the iirst note 
to the last it was a trinrnphant success. Mozart became the 
object of the wildest enthusiasm, and from that hoar his 
musical fame was established. 

Uufortnuately, however, all of Mozart's days were not so 
cloudless nor so joyful. In his short and busy life the pe- 
riods of anxiety and heart-sick nees seem almost to predom- 
inate, marking the serenity and the sunshine of tlie early 
days all the more clearly. The little family circle at home 
was so centred in the lad that when he started out on a 
second tour, and the father conld not accompany him, the 
mother left her hooaehold duties to Nannerl and set forth 
with her son. An adoring fondness for his parents was one 
of the Tuost lovely traits in Mozart's beautiful nature. On 
this trip he wrote home with pride bow careful he was of 
his mother, and she, good woman, watched hint tenderly, 
giving ap everything to his pleasure and profit 

He spent the winter in Mannheim, where bis letters show 
how very busily be was employed. He writes that he rose 
early, "dressed quickly," and after breakfast composed un- 
til twelve ; then wrote until half-past one, when he dined. 
At three he began to give lessons, which continued until 
Bupper-time ; after which he read, unless he was among his 
friends. Of course be had a large circle wherever he was, 
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bnt in Mannheim during this winter he formed frieodBhips 
which shadowed all his life. 

The Weber family were there — brilliant miiBicians, agree- 
able and witty. There were five danghters, and Mozart 
straightway fell in love with the eldest, Aloysia, a beaatifnl 
girl, who was etadying for the stage. She was well pleased 
with the yoang composer's attentions, and be went to Paris 
half, or, as he considered it, wholly engaged. That was a 
sad visit to Paris. His mother, wishing to economize for 
her son's sake, took rooms in a cold, poor quarter of the 
town, and there fell ill with a fatal disorder. Poor Mo- 
zart wrote home the most pathetic letters. We can fancy 
how he tried to save ber, bnt it was in vain. The care- 
ful, tender, self-sacrificing mother faded from his life, her 
last thoughts being to commend this beloved son to G-od's 
keeping. 

Full of sadness, the poor young fellow basteued to Mann- 
heim, where be hoped Aloysia Weber would console him. 
She had gone to Munich, and thither be followed her. 
There the true selfishness of the Weber family was shown 
to bim. They bad become prosperous, and Mozart, although 
famous, was far from being rich, so that the family of his 
betrothed received bim coldly. Aloysia herself searcdy 
listened to the first words he said. He had entered the 
Weber parlor full of hope and anxiety to see his future 
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wife, and tell her the etorj of his sorrow. He miiBt have 
looked noble and manly, with the tendernesB of hie grief in 
hia handsome face, but Aloysia turned aside coldly; there 
were others there to whom she talked. Mozart hesitated a 
moment, and then seating himself at the piano, sang in his 
rich, clear voice, "/cA lasae daa Mddchen das niokt will" 
(I leave the maiden who leaves me), and before the evening 
was over, the engagement waa at an end. 

We conld wish that his intimacy with the Webere had 
also ended, but later be renewed acquaintance with them, 
and in spite of much opposition from his anxious father 
and Kannerl he married Coustaaza, Aloysia's younger sis- 
ter. With her he tried to be happy, but even in his ten- 
derest letters we see that she was ill-tempered, cold, and 
selfish. But Mozart's nature was so uniformly sweet that 
it took a great deal to make him positively wretched, and 
unkind he could not be. 

When he was in the midst of many worries, one summer, 
he used to ride out every morning for exercise, and leaving 
his wife sleeping, he never failed to pin a little note to her 
pillow, that she might find it on awaking. It was always 
a sweet word of love and care for hei-, and it is hard to 
think Oonstanza was not worthy of it. 

There is so mnch to tell of Mozart, I wish that we might 
linger an hour more over his sweet story. His suecesseG 
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were so many that it ie hard to think of him as eo often 
troubled about money. 

In 1791 his beantif nl opera of " The Magic Flnte " waa 
produced with tremeodonB success at Vienna, OoQstanza 
came OD to hear it, and was thoroughly frightened bj Mo- 
zart's altered looks. He was ashy pale, worn and thin. 
She seems to have been fnll of a really tender feeling for 
him then. He was writing his famous mass, the " Bequi- 
em/' and continned it even after he took to his bed ; and 
while Constanza sat beside him, watching with tears the 
feeble hand at work, he told her that his heart and soul 
were fnll of thoughts of the dear Lord who had died for 
him. 

"The Msgic Fhite" wae drawing crowded houses, while 
Mozart lay dying not far off. In the evenings he wonld 
time the performance, saying to Constanza and her sister 
Sophie, and some mnsical friends always with him, " Now 
they are singing this or that part." The day before his 
death he read over the score of the Eequiem, and asked 
the friends near him to try and sing it with him. They 
did so, Mozart coming in with his part in a sweet, faint 
voice. Suddenly, at the Lacrimoso, he burst into tears, and 
laid down the score for the last time. That evening he 
mnrmared to Constanza, " Oh, that I conld once more hear 
my ' Ma^ric Flnte !' " 
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Constanza glanced at Boser, a mnBician who was with 
tbetn, and, blinded by his tears, Roeer sat down to the piano 
and sang one of Mozart's favorite airs. It was almost the 
last sonnd his closing ears received. The next morning, 
Sunday, December 5, 1791, at the age of thirty-five, Mozart 
died.* 

* Nannerl survived her brother manj jesrs. Coaetanza Mozart died 
in this century, having, in 1809, manied a second time. 
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CHAPTER XI. 

Eccleaiflstical Music. — EaTly Wrilera. — PaleBtrina and the Council of 
Trent. — An Important Decision. — The Reform. — Masa Music of Va- 
rious Compoaers. 

Pkobablt no form of mnsic has undergone bo many 
changes ae that need in GhriBtian chnrches Bince the period 
of the Reformation, all kinds of local reasons producing 
modifications, alterations, or offering snggestions for both 
form and melody employed; but during the last ten years 
there has been in elmrch-mnsic a decided improvement — a 
strong desire to nse the best forms, to employ the pnreat 
kind of melody and the most harmonious mnsic, entirely in- 
dependent of its origin or its traditional meaning. While 
the simple hymn tunes will always, I suppose, be more or 
less in vogne among the varions chnrches, will always be 
beloved for sacred music at home, still the tendency is 
towards a finer or broader kind of harmony, something 
which will be worthier of study and of performance, and, 
at the same time, elevate the thoughts of the people, as per- 
fectly harmonious strains of music when listened to with 
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a fervent spirit, be it of the worship of God or the appre- 
ciation of the art itself, must always do. 

At the present day all Christian churches nse for their 
special services a great deal of what is known as old mass 
music ; the programmes for all Easter services include bo 
mnch of the masic which has long been known as each, 
that it ie well to nnderstand the origin of what we now call 
t)ie mass mnsio in the history of the art itself; for to-day 
we owe to it much that is fine in all onr present forma of 
melody, and especially a direct impnlse towards an improve- 
. ment in the art of singing. The history of mass music re- 
ally belongs to the history of singing, but like all such 
phases in any art where the outgrowths are many, the actu- 
al beginning, the first caoees, or the principles which domi- 
nate those beginnings, are apt to become confused or for- 
gotten after the lapse of centuries and the constant ebb and 
fiow of so many tides of musical feeling. 

If we could look back three hundred years to Eaeter-time 
in Italy, we should see all the choir singing-schools actively 
at work, choir-boys running hither and thither between 
their hours of practice, full of enthusiasm for their work, 
gathering about the master with anxiety and zeal; for to 
sing in a choir in those days was regarded as a great favor. 
Ifot only did it open the way to musical study and advance- 
ment to any boy who showed talent, but it elevated the 
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choir-boy, who was generally of very humble origin, and 
often afforded him the means of a comfortable home and 
some inBtrnction. 

Between the fourteenth and the seventeenth centoriee, to 
advance in musical study it was necessary for a boy to be 
admitted into some choir, as all the first music belonged to 
the church, and was taught by the cliapel • master and en- 
couraged by the ecclesiastics. So many famous musicians 
and composers have devoted special periods of their lives 
to the composition of mass music, and, as at the present day, 
BO much of it is employed in all Christian chnrches, some- , 
thing historical on the subject is sure to be of interest, pai^ 
ticularly as at one time the question as to whether certain 
forms of music slionld or should not be allowed in the 
Boman Church produced a distinct phase in musical history 
which has influenced every period since that time. In the 
Boman Church from time immemorial the custom of sing- 
ing certain parte of the mass, or church service, to music 
of a very impressive character has prevailed. It is difficult 
to say positively the exact source from which this music 
was derived. Tradition consecrated certain forms of melo- 
dy or of chant to the service of the church, but the first 
collected form which we now have was revised or arranged 
by St. Ambrose, in the fourth century. Afterwards St. 
Gr^ory the Great continued this work. Under the name of 



D,gn,-.rihyGOOgle 



The "Kyrie" 



153 



plain chant varions melodieB, antique and Bolemo in form, 
are preserved, and are atill constantly Bang in the Pontif- 
ical Chapel of Borne, the cathedrals of most Continental dio- 
ceses, and at present in many Protestant chnrches, especially 
in the Episcopalian or Church of England. 

Here is a specimen of the Kyrie, which is part of a mass 
belonging to the ninth centary, and as for one thousand 
years after St. Gregory composed his famoas chant the 
same characteristics are noticed here and there io all mosic 
written for church service ; so that a careful observation of 
tbb early form is interesting and useful to the stadent. 




Ky -ri - 



In early times each individual portion of the mass serv- 
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ice used to be sung to its own tune ; when different church 
festivals occnrred there were special tunes appointed for 
them. The invention of counterpoint, however, opened up 
a new field. The composers of the day were enthnsiastic 
at once in their desire to make nae of thorough-bass for 
mingling these tnneG and other plain chant melodies into 
masses arranged with reference to different voices, and these 
in tnrn gave rise to those great schools of ecclesiastical 
mnsic whicli led the waj to so mnch that we possess to- 
day, that we ought to regard them with solemnity and re- 
spect. 

During the latter part of the sixteenth century, the 
schools for ecclesiastical mnsic gave rise to a development 
which has never been excelled. In the fourteenth or fif- 
teenth century, what was called the Canto Fermo had 
been employed for mass music. This was a single, plain 
chant melody, or some one subject often derived from seo- 
Tilar sources, which served as a theme for the entire mass. 
When composers of note who entered into the study of har- 
mony or counterpoint began to allow their genius to take 
wing, the old Canto Fermo underwent many changes; but, 
fortunately, wherever in the Canto Fermo a fine possibility 
existed, or had in it anything worth preserving, the writers 
of sacred mnsic treated it with proper respect. 

A tenor singer in the Pontifical Chapel, about 1390, named 
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Dn Fay, ia now cODsidered the first composer in what is 
called the primitive or early school of mass masic. He 
worked bard, and his compositions are fnll of fine sagges- 
tions. Dunstable and Bincboya were also writers of the 
foDrteenth eentnry, and a singer in the Pope's chapel, who 
was afterwards chapel-master to Louis SII., ■was one of the 
most learned mnsicians of the fifteenth centnry. This was 
Josqnin des Fres. His masses wonid be excellent specimens 
of ecclesiastical mnsic but for bis tendency to introduce too 
mnch that was trivial. He bad an abundant genins — that 
is, his mind was teeming with musical sn^estions — and had 
-be lived two centuries later we sbonld doubtless owe him a 
larger debt; for Des Fres needed only to have his genins 
rightly guided hy good standards. But we mast jadge of 
people'o work as mach by their surroundings and resources 
as by the genins in the work itself, so that, looking back to 
the fifteenth century, we can realize how Des Fres felt at 
liberty to let his imagination run riot ; counterpoint com- 
bined with a purely classical idea and melodic form in work 
had not then become fully understood. Kow then, yon can 
readily understand how, as soon as composers began to re- 
gard the plain chant as only a background for more elabo- 
rate church-music, many composers allowed themselves too 
much license in their sacred compositions. A reform was 
necessary. The resnlt of this was, as I have su^:e8ted, one 
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of the most important periods in the history of the art of 
mnsic. 

In 1664 the Conncil of Trent decided that it wonid be 
necessary to lay down rales for ecclesiastical music, and 
also to see that these shonld be strictly enforced and car- 
ried oat. 80 Tarions were the abnses which bad crept into 
chorcb-mnsic, and so very difficult was it to eradicate them 
witbont making a sweeping condemnation, and laying down 
a strict law forbidding any bat a certain kind of music, 
that many of the conncil considered it wisest to forbid any 
sort of what is called polyphonic mnsic. However, many 
people within and without the conncil bad become so en- 
tbnsiastic over the great development in music, that some 
members of the conncil earnestly strove to oppose this 
measnre, and snggested that it wonld be well to preserve aa 
far as possible snch forms of mosic as wonld inclnde cer- 
tain melody and quartette. 

In looking back at a striking picture of that time we 
seem to see one fignre, an outsider, yet a most impressive 
character — the genius, the man who determined musical his- 
tory so far as church music was concerned. Going back 
and forth between his qniet dwelling and the chapel of St. 
Maria Maggiore, where he was organist during those anx- 
ious days, this musician, Falestrina by name, lived a life of 
thought and zealous aspiration ; his brain fnll of musical 
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themes and enbjecta which he fnlly believed he could work 
out in a tuaimer fitting the nse to which they wonld be pnt, 
if only the conneil woald not lay down a law which would 
abolish them forever t 

Palestriria'e .earnest desire was to prove the possibility of 
producing music which should be thoroughly devotional in 
character, and yet well adapted to the sacred words of the 
service. Finally, his eloquence and genius so prevailed that 
a committee was appointed to listen to three masses which 
he prepared, the first of which was to be sung in the Sis- 
tine Chapel on the 19th of June, 1565, as a test of his skill, 
and an example of what might be done if the rigorous 
laws deemed wise by many of the council were not pnt in 
force ; but, on the contrary, the genius of the composer al- 
lowed sofficient liberty to work with melody, quartette, and 
choir, restricted, however, by certain rules which Palestrina 
himself was the readiest to suggest. 

The great day came. We can fancy the excitement among 
all classes in Rome at the time, for the question was one of 
great importance. On the decision of the committee hung 
not only the fate of ecclesiastical music, but that of many 
people interested in the study of the art itself; and the 
poorest of the choir-boys as well as the most famous tenor 
singers appreciated bow mnch this decision meant, while 
the large body of outsiders — the nobles, the ecclesiastics 
10 
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and dignitaries of Kome — the patrons of music, and the 
great throng of aspiring mnsicians and composers were full 
of an enthusiasm not less in qnality because nntil the deci- 
sion was fixed they were compelled to repress all expres- 
sion of it. 

Falestrina himself seems to have been so convinced that 
he was working in the right direction that he scarcely fear- 
ed the resalt; and it shows how much the mnsie which he 
wrote meant to him in its sacred form, when he plnnged 
with such ardor into this occasion, since, of course, had he 
not met with approval in the church, many places in France 
and Germany would have been open to him for composi- 
tions of another character, and he would also have re- 
ceived much encouragement in Italy, even by his friends in 
the church, as a purely secular composer. But Palestrina's 
seal was with music of a different order : he longed to see 
sacred music elevated to its proper place; to see melody 
united with vocal art ; to hear the words so sacred and eo 
solemn to his devout ears wedded to the very best that be- 
longed to his beloved art. It is said of Falestrina that on 
the night before the eventful day he remained alone in his 
study engaged in meditation and prayer, as a knight of 
olden time might watch the armor which for the firat time 
he was to put on and go forth to the battle of life and the 
world, the triumph over fiesh and the devil. 
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The mass which was ordered to be performed was after- 
wards known as the mass Papae Marcelli. The pope, the 
committee, and a host of the composer's frieads, including 
all the famoas people of Borne, assembled ia the chapel; 
the ransie began ; the solemn notes of the organ pealed 
forth, introducing to the enraptured hearers and to the 
world for all time to come mnsic wliicb may be considered 
as the most perfect of its kind, and from which later com- 
posers have had their keenest inspiration. A triumphant 
host of angels in the new Jernsalem, so said the pope him- 
self, might have snng to the apostle of the apocalypse some 
each inspiring strains; and Cardinal Fisani, a famous mu- 
sical critic, exclaimed in his delight, " 80 gire from voice to 
voice in notes like these, and in the sweetness and piety of 
your hearts send forth strains which shall be forever insep- 
arable from this occasion." The decision was fixed, and it 
was decided by the committee that this mnsic of Pales- 
trina's might be considered as embodying the style in which 
all future chnrch-mnsie shonld be composed. Perfect har- 
mony was blended with solemnity and simplicity, and the 
heart and sonl of the composer seemed to have been woven 
into the most artistic and finished portion of the work. 

Palestrina was born of very humble parents in 1529, and 
as was nsnal with a boy who showed s talent for music at 
that time, he was sent to Eome, tliat his voice in a choir 
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might attract attention and procure for him a tnnsical edn- 
cation. The result was successful. From one point to an- 
other he progreaacd until the period of which X have told 
yoa, and from this point in his career ap to the period of 
his death, in 1594, he composed ninetjr-three masses, besides 
.hymns arranged for different festivals throughout the year, 
lamentations, litanies, magniScats, madrigals, and varioos 
similar pieces, all of which have been used from time to 
time in various Christian chnrches, and which may be heard 
on Christmas or Easter day tliroughont the whole country. 
To all of these he gave that exquisite ciiaracter of piety and 
purity which were characteristic of his life; and as he was 
strongly in sympathy with St. Pliillipo Neri, he embodied 
mnch of the loftiness of that saint's artistic spirit, and con- 
trived, during his later yeare, to give to his religious works 
an even greater degree of solemnity, a breadth and strength 
which some of the earlier models lacked, although, at the 
same time, the melodic form was never wanting. It was in 
the arms of Fhillipo Neri that he breathed his last on Feb- 
ruary 3, 1594. 

Alessandro Scarlatti, Leo, and Durante followed Falea- 
trina, and in 1733 Sebastian Bach wrote his famous mass 
in B minor. Tliis was composed in true German spint, 
and based upon what may be considered family principles, 
since we know that John Sebastian Bach was one of a long 
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line of mea of lunsical getiiue, who contribnted from fatlier 
to SOD a special kind of talent which charaeterizes all tlie 
work of the Bach family, and which in John Sebastian 
seemed to have reached that calmiuating point wlicDce new 
sparks were struck in the old Same ; but tlie fnel for the 
fire remained of the same material. This great mass of 
Bach's is more like an oratorio. It contains the most re- 
markable f ngues, for which reason, more than any other, it 
is worth the careful consideration of the student; and in 
the opening of the Credo it shows one of the most perfect 
examples of the ancient Canto Ferma with modern harmo- 
nies, and with a masterly orchestral accompaniment. 

The more recent Italian school of ecclesiastical mnsic cre- 
ates what is called and known among students as the ninth 
period. Durante gave it the first impnlse ; Pergo Lesi car- 
ried it on; Haydn and Mozart belonged to it exclusively ; 
following them in the same line were Beethoven and Cher- 
nbini. Wober, Schnbert, Hnmmel, Bossini, Mercedauti, and 
Gounod have written masses of a high order, bnt they have 
not kept strictly to the traditional forms for ecclesiastical 
music. Sentiment with them sometimes was allowed to 
interfere with solemnity, and the dramatic and emotional 
quality in their work is often more remarkable than its re- 
ligions fervor. 

In the Sietine Chapel, at the present day, mass mnsic is 
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given in its perfection. On ordinary ocosBionB thirty-two 
singers are employed : eigbt sopranos, eight altos, eight ten- 
ors, and eight bassos. On grand festivale the number is 
doubled, but very rarely is there any increase of orchestra- 
tion or of instnimental accompaniment. The mass music 
is written with a plain signature, or with a single flat for 
the clef. Time is beaten in minims, except in the case 
of 4i i'l which three semibreves are counted in each bar. 
After that part of tlie mass called the Introit, the choir 
takes up the Kyrie Meison, the ChrisU next, and then the 
Gloria, which is generally a very triumphant portion of the 
mass, althoagh certain portions of the mass are always to 
be taken in what is called adagio time. The Credo fol- 
lows tliis; then the Offertory, where either a voluntary on 
the organ or a special solo is inserted ; next the SanchiS, 
which is invariably a largo ; next comes the last move- 
ment in the mass music, which is the Agnus Dei. After 
this are merely the responses and the words of the mass, 
which are spoken by the priest or deacon. 

It would he impossible to give yon in this volume more 
than a general idea of the importance of ecclesiastical mu- 
sic in the fifteenth century, with its effects upon the music 
of our own time. As I have said to you, all churches are 
now making use of the compositions of these early Italian 
and German masters, and their work has a special signifi- 
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cftDce for the stndent of to-day. No matter what words are 
nsed in aiij church for the mnsic composed original); for 
the Koman mass, the methods and treatment of that music 
mnst remain characteristic, and to the student thej are 
more interesting when taken in connection with an entire 
work. Mozart's Twelfth Mass, Haydn's famous mass in B, 
Seethoveu's and Rossini's requiems, several of Weber's 
masses, besides those of earlier composers, all now furnish 
the mnsic for different Christian church services, and it will 
be worth the student's time and attention to make certain 
distinctions between old traditional forms : where the plain 
chant or early melodic form is used, where an idea like a 
Co/nio Fefmo is worked out, and where the general impulse 
of the composer is allowed complete sway. Connected with 
SDch a study are certain points in harmony. For example, 
take the suggestions offered by that original Eyrie of which 
we have spoken, and then the f agues in Bach's mass in B 
minor. Study something about a fugue, and then examine 
one portion even of one of these, and gaiher therefrom as 
much material as possible for the next opportunity yoa 
hare for listening to treatment of the same by the organist 
in yonr own chnrch. 
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CHAPTER XII. 

Ludwig von Beethoren.— Boyhood koA First Studies.— At the PriDCesB 
Lichnowsky's.— Cold Water and Compoaiaona,— An Amusing Anec- 
dote. — Sad Yeara. — "Adelaide." — Blindl — LastDaje. 

Th£be IB BOmethiDg aboat a great genius such as Bee- 
thoven's which makes one feel awestrnck with a silent sort 
of homage to which words cannot pay snfScient tribute, 
Scnlpture Beema to do most, for in the cold, still grandeur 
of marble we can embody onr ideas of homage of a master 
like the one whose story I wish to tell you here. The de- 
tails of his sad and anxions and fretted life eeem to &11 
away, to sink into ineigoificance ; his petty failings, the bar- 
dens which tried and harassed him do not seem so mnch 
part of himself as the work which he has left us, which is 
immortal, even though he died without realizing its great- 
ness, or its power for influencing the whole mnsical world. 
Beethoven's life began and ended with absolutely no per- 
sonal satisfactions, for even his work was a sad sort of re- 
source : his heart when heavily burdened found refuge ia 
it. His work was the result of an instinct, but deafness and 
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blindDess overtook him in the midst of giving the world 
the noblest ntterances of his poetic and inspired soul. 

Lndwig von Beethoven waB born at Bonn, December 16, 
1770. His family had belonged originally to Lonvain. His 
father and hie grandfather were musicians in the conrt band 
of the Elector of Cologne ; his father, being a tenor singer, 
was appointed to an official position in 1756. Jean Bee- 
thoven, the father of our musician, married the danghter of 
the chief cook at Ehrenbreitstein, a widow, who died when 
her son was seventeen, and who seems to have been beloved 
passionately by the boy. Both parents, althoogh not very 
well off in this world's goods, loved music heartily, and see- 
ing signs of a precocious talent very early in Lndwig, gave 
him evety advantage ; but the lad hated to practise, and to 
force him to the piano the father nsed to beat him anmer- 
cifally. However, with genius like his the drndgery of 
learning was soon over, and the child began to feel an in- 
fluence towards composition. Various little things are pre- 
served which he wrote between his seventh and ninth years, 
his earliest publication being the three sonatas for the piano- 
forte, published when he was eleven years of age, in 1781. 
One Pleiffer, a tenor singer, who joined the opera troupe in 
Bonn, and came to board with the Beethoven family, taught 
liim for about a year, and meanwhile he learned the organ 
from a conrt organist who was enthusiastic over the child, 
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tlten Bcareely ten years of age ; and he wrote a funeral can- 
tata which was performed by the organist, and excited con- 
Biderable discuBsion in the town. 

When he was abont eleven years of age, Ladwig accom- 
panied bis mother to Holland, travelling about and per- 
foi'ming at various private houses where his precocious tal- 
ent roused positive enthusiasm, althoagh among the people 
whom he visited there was too little technical knowledge 
to make his genius really appreciated. However, it paved 
the way for the boy's success a little later, and at all events 
gave him a certain amount of confidence, and enabled Mm 
to try his hand at improvising, and above all things to criti- 
cise his own work. 

It was about this time, when Beethoven was not twelve 
years of age, that the new organist at Bonn appointed him 
as bis deputy during his absence in Munster, which shows 
what his ability must have been, since the music of the 
chapel was of a complicated description, and required skill 
both in the execution and the understanding necessary 
for its interpretation. However, the boy did so well that 
l^eefe, the organist, declared be wonld become a second 
Mozart. 

Soon after this we find Beethoven visiting "Papa Haydn," 
and presenting bim with a cantata which be had composed. 
Haydn encouraged the lad greatly, and gave him some les- 
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B0D6, but BeetboTeu's inclination waB more for Mozart's 
Bt^le than that of Haydn. 

As soon as it was poseible Beethoven establiehed him- 
self in Tienna, where Mozart's sudden death after a brill- 
iant musical life had ronsed the Yiennese people to a great 
neeesBity in the art. So Beethoven went to work and to 
Btndy, and qnickly gathered aboat him a circle of friends, 
among whom were some valuable and appreciative pa- 
trons. 

At the boase of Prince Lichnowskj he was always wel- 
comed, the host and hostess doing everything to make him 
comfortable and happy, humoring his qaeer temper, his 
rongh soil; of teasing, and the peculiarities of his di'ess. 
Beethoven was always a clumsy, awkward figure in a draw- 
ing-room. He had a big bead, with a shock of dark hair, and 
featnrefi only redeemed from absolute plainness by tbe soul 
that lay in the depths of his dark eyes and the smile that 
showed his brilliant white teeth. He cared nothing for hie 
appearance, although he was so fond of washing, that one 
of his friends recorded that when really intent on any com- 
position, it was bis habit to fill a huge basin with water, and 
from time to time wash his hands and arms violently ; 
meanwhile he would hum over his composition and retnrn 
to his work with new ardor. 

At the Lichnowskys he was humored in every way pos- 
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Bible, the princess trying to make him feel free of all obli- 
gation ; bnt it must sometimes have been hard to manage 
him. For instance, to make him feel that he was of first 
importance, the princess instmcted her servants always to 
answer Beethoven's bell when it rang, without waiting even 
to attend to her orders. 

The master, bearing of this, resented it deep!;, and poor 
as he was insisted on having a servant of his own. Anoth- 
er story of hie peculiar sensitiveness is of the time when 
they were rehearsing " Leonora," one of his grandest com- 
positions. It so happened that the third bassoon was ab- 
sent, and Beethoven, who was waiting to condnct the orches- 
tra, lost all patience. Prince Lobkowitz, who was present, 
tried to make a joke of it, and to pot him in good-humor. 

"What harm done?" he said; "the first and second baa- 
soon are here, don't mind a third t" Beethoven nearly 
danced with rage; and when the rehearsal was over he 
started for home, deliberately crossing the Platgoe Square 
to the gates of the Lobkowitz Palace, where he stood still 
and shonted np the entrance, " Donkey of a Lobkowitz 1 
Donkey of a Lobkowitz 1" 

That his friends loved and hnmored him in spite of many 
snch scenes, shows ns how gentle and tme a heart most real- 
ly have beaten under his rough exterior. 

He never married, altliougli some of his music, sonatas 
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and Bongs, eepeeiall^ "Adelaide," were dedicated to the wom- 
an he asked vainly to be his wife, Counteaa G-niccardi ; and 
needing some hnman being to care for and to make happy, 
be adopted bis nephew Carl. I think no story coald be 
sadder than that of Beetlioven's love for this wretched boy, 
who abased his confidence in every way, and, indeed, by his 
wicked deceits broke the master's heart. Beethoven's let- 
ters are pathetic enough, bnt here and there some words 
sound like cries from his very soul. He begs Carl to come 
and see him — jnst to give him an hour — he is so lonely, and 
he has toiled and labored that the boy might know ease 
and comfort ; but Carl was selfish, vain, and deceitful. Un- 
less it were for money, he had no idea of spending any time 
with the nnele whose ill-health and disappointments were 
fast making him a fretfnl, melancholy invalid. Carl finally, 
after doing everything disrepntable, enlisted, and Beethoven 
was forced to hear and know the extent of his deceit and 
villany ; yet before he died, the old love and tenderness for 
his adopted child stirred in him, fanning the spark that had 
never quite been extinguished, and he added a codicil to his 
will — *' I appoint my nephew Carl my sole heir." 

Friendships and his glorious work might have done 
much for the master, but that his terrible misfortune of 
deafness came so soon upon him. 

It was one day in 1800 that he asked his dear friend Kies 
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to walk out into the woodB with him. There he acknowl- 
edged to Eies how fast he was growing deaf, and from that 
Iioiir iie seems to have felt that earthly joy was at aa ead. 
lie conld still lead Lie own works, but when the perform- 
ance was ended he would have to be turned gently around 
to see the applause he could not hear I No wonder his 
friends tried to hnmor his passing waywardness when be 
was stricken with such a grief. He had loved to play and 
to compose at dark, and by holding his violin very near his 
face, for some time he contrived to fed the sweet sounds; 
hut gradually these faded oat of all hearing. At last we 
have a picture of him standing among his orchestra, deaf 
to all, and gradually growing blind I 

Tlie spectacle, the very thought of it is so sad that we 
turn to liis lonely death-lied almost with relief. He loved 
to walk, and even when ill spent much time roaming about 
the country. "I wander about here with music-paper," he' 
wrote, " among the hills and dales and valleys, and scribble 
a great deal. No man on earth can love the country as I 
do." 

Happily this sympathy with nature remained always to 
cheer him, for, as liia eyesight failed, he still remembered the 
visions of green and blossom which he had seen. 

Although some money was found in his desk after death, 
he seems, during his life, to have had a terrible struggle 
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with poverty, and would have died in actual want hut for 
certain help from England. Not one loving word from the 
nephew Carl came to cheer his last hours, and on March 26, 
1827, he passed away, glad of a release from life which 
meant now only pain and melancholy to the greatest mas- 
ter of his art the world has ever known. His tomh in Vi- 
enna bears emblems of life and death, with the one word 
Beetiwvm. 

To attempt a criticism of Beethoven's work would be 
impossible. I often recall what I once heard a famous mu- 
sician sa; when some younger man was questioning the 
master's work : 

" We don't want anything better than what Beethoven 
gave us, and no one ever got to the end of him yet." 

How often the student may remember that I The varie- 
ty is infinite ; not one sonata, not one symphony but might 
contain study for a lifetime. Beethoven did not write im- 
pulsively. It is said that he went over and over his work ; 
and, as you will find, it is always full of marks of expres- 
sion so carefully made that you can be safe to follow every 
one, sure that it will produce precisely the desired effect. 

A great deal of discnsEion has gone on of late years as to 
the time, or '* tempo," as musical people say, in which the 
sonata should be played, and of late it seems to me that 
pianists are inclining to make the tempo much more rapid; 
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bnt no yoQDg Btndent should attempt this, whatever they 
tnaj bear in a concert -room. Take it all gradnally, for 
^udy more than performance, and master each part, know- 
ing ae much of ita meaning as you possibly can. No one 
can teach you more than yon can learn in one sonata of 
Beethoven's. No orchestral performance can do more for 
yon than one symphony of his, but critically examine his 
part. Take, for instance, the opening movements of the 
Bonata popnlarly called the " Moonlight." In that alone 
lies the study of half a year, and yet how many young peo- 
ple dash at it, all unconscious of what a little investigation 
might do for them. Remember it is like a language, the 
words of which you must learn before yon can express 
yourself. Every tme artist says something of bis own, 
which it is the part of the student to discover and then 
repeat in a voice to which he may give an ezpreeBion of 
hia own. 
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CHAPTER Sm. 



Beethoren and the Concerto. — Eiplanationof this Form of Composition. 
— Viadaoa.— Dillerence between Coniposera' Methods.— Cadenzas, and 
what they mean, 

AxTBonQH the name of Beethoven mnst always be iudel- 
iblj associated with the iionata, yet his modificatioas and 
improvements in that form of composition known as the 
Concerto make it seem to belong to the great master la a 
peculiar and permanent fashion. Mozart gave to the con- 
certo its first idea of permanence, and it was founded npon 
the sonata. The name is intended to express an instrnment- 
al composition, which is expressly designed to display the 
skill of one performer on an instrnment, and which is ac- 
companied by an orchestra. The first notice we have of 
any concerto was one written in 1603 by a composer named 
Tiadana, for voices and organ. Other instruments were 
added later, and in 1686 Torvelli published a concerto for 
two violins and a bass. The sonata, as you know, grew ont 
of the suite, and the concerto was the resnlt of the sonata, * 
bnt of course a general idea cliaracterizes them all. The 
11 

D,gn,-.rihyGOO^Ie 



174 "^^ Story of Musk and Musicians. 

concertos of different masters Are, of course, as different as 
are their different styles, and jet a ccrtaiD set of rules are 
obBerved in their composition. A concerto consists of three 
movements, while the scherzo, which is used in the sonata, 
is exclnded. The first movement in Mozart's concertos be- 
gins with what is called a tutti passage for the orchestra. 
This tntti ends in the original key and not in the dominant 
or the relative major, as would have to be the case in a so- 
nata if the composition were in a minor key. Following 
this comes the solo, whether of piano or other instrument. 
A repetition of the beginning follows as a general rule, in 
which the honors are divided between the solo iustrnment 
and the orchestra. The second subject is produced precisely 
as we have had in a sonata, and in this the first solo portion 
almost invariably is bronght to a brilliant close in the key 
of the dominant or the relative major. For instance, sup- 
posing it to be written in the key of C, the solo in the sec- 
ond part would end in O. Then follows another tutti, a 
second solo, and, like the sonata, it is worked up and down, 
and 6nally back to the original key. Mr.Prout, in an 
admirable esplanation of Mozart's concertos, mentions the 
fact that in many old concertos, neai* the end of the last 
tutti, upon the chord on the dominant, a panse is made for 
the introduction of a cadenza by the soloist. I have heard 
this done several times in modern concertos, notably in one 
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or two of Beothoven'fl, especially prepared for the Sunday 
GoncertB in Paris, and I have no donbt snch Tariatione are 
constantly made. Beethoven wrote many such cadenzas 
for his own concertos. With faim the cQStom was to con- 
dade the cadenza with a long shake on the chord of tlie 
dominant seventh. The orchestra, then, in a short bnt fine 
passage concludes the movement. Sometimes it is the bo- 
loist who is passive daring- this panse, and the orchestra 
who ronnd the movement. This is specially noteworthy to 
the yoDDg student, beeaose tlie cadenza, being to a certain 
extent outside matter, may be subject to special criticiem 
and analysis, and is useful since it most be characteristic 
both of the composer's genius and the skill of the player. 
Beethoven decided to give greater prominence to the or- 
chestra in his concertos. Mozu-t had made the orchestra 
snbservient to the soloist. Also Beethoven connected the 
second and third movements in his concertos, examples of 
which are to be fonnd in the concertos in G and Eflat. 
Mendelssohn followed this precedent so closely that in the 
piano-forte concertos of G minor and D minor the move- 
ments are continnons. In Beethoven's concerto in G, and 
the one in £ flat, he entirely broke away from the long es- 
tablished custom of opening a concerto with a tntti for the 
orchestra. The concerto in G opens with the piano alone ; 
in E flat the piano enters on the second bar. Mozart had 
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onlj once, and then in a concerto rare); played, tried this 
experiment. 

We must call the Btndent's attention to one more modiS- 
cation of Beethoven's. Id the concerto in E flat, Opus 
73, Beethoven writes (instead of leaving the panse for the 
cadenza) one of his own, adding the note, " Don't make a 
cadenza, bnt go on at once to the following" — the cadenza 
being, from the nineteenth bar, cloeel; followed by the oi^ 
chestra. All of these facts are interesting, and a strict at> 
tention to them, when hearing or reading any of the con- 
certos referred to, cannot fail to impreas upon the student's 
mind the motive and the method of the works themselves; 
and they have their strong significance in the history of va- 
rious compositions, helping us to a more intelligent under- 
standing of what we hear or stndy. Mendelssohn did not 
insert in his piano-forte concertos any cadenza at all, nor 
has Brahms. Schnmann and Bafi have made some varia- 
tions in the form of the concerto — Schumann being one of 
the composers of modem times who has taken liberties 
with facility and grace; and Liszt's concertos for piano and 
orchestra are composed upon a plan so different from any 
one else, that tliey can scarcely be regarded in the light 
of anything but fantasias. The concerto is regarded by cel- 
ebrated pianists as the most sympathetic method of display- 
ing their own powers; hence this style of composition 
should be closely studied by all students of the piano-forte. 
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CHAPTER XIV. 

Carl Maria tou Weber.— Btory of Ma Life.— A Baby Prodigy.— Anec- 
dote of bia Life at the Court of WurtembeTg. — "DerPrelschfttz." — In 
LoDdoD with Moscheles. — A Last Visit.— Asleep. — Overtures and 
their Origin.— Structure.— Weber'a Woric. — Mendelasohn's Uae of Ibe 
Term. — Overtures of English Composen. 

DuBiNQ the year 1784 a German nobleman named Yon 
"Weber arrived in Vienna with his little children, whose 
musical abilities were so marked that the father determined 
to give them every advantage within his power. But Bar- 
on von Weber was poor and reckless. He had always been 
a spendthrift, and was noted for his eccentric habits and 
ideas. Being the nncle of Mozart, he imagined that in Vi- 
enna he might force his children into a place as prominent 
as that filled by the famous young composer. But this was 
not to be the case. His sons were placed nnder the care of 
"Papa Haydn," bnt did not distinguish themselves; and 
meanwhile the penniless, good-looking father, a widower 
of fifty, fell in love with the very yonng daughter of his 
landlord, a beantifnl girl of sixteen, who seems to have con- 
sented readily to marry him. 
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The newly wedded pair went almost at once to the town 
of EotiD, where the Herr Baron was offered the place of 
Stadtmudhant, or town moBician. This was rather a down- 
ward step, but it at least gave his little wife food and shel- 
ter. Old Weber seemed to have no idea that she needed 
more in her life than its actnal necesBaries. He treated her 
harshly, if not with absolnte crnelty, and in 1798, when her 
one child, Carl Mana von Weber, was eleven years of age, 
the poor little mother faded out of life. 

Carl was born at Entin in 1786. He was always delicate, 
sensitive, and over-studions, and from his birth his rongh- 
tempered father determined to make a musical prodigy of 
him. What hours of safferlng he mnst have endured as a 
mere baby, forced to sit at the piano, his little fingers strain- 
ed upon the keys, while his father, with a baton that could 
guy moment become a rod, stood over him I 

As a mere child Weber began to compose, and his father 
carried him about from place to place, sometimes staying 
long enough to have one master really influence the boy, 
but rarely giving him time to think out carefully the mn- 
sic that he was urged on to compose. Hiich of bis time 
was passed behind the scenes of provincial theatres ; and al- 
though the influence of this sort of life on his moral char- 
acter could not have been good, it helped him when he 
came to write for the stage. He learned by constant ob- 
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servation everything eonnected with the workings of tbe 
opera. 

After a youth Bpent in many wanderings, and with bard- 
ships and disappointments of varions kinds, young Weber, 
at twenty-one, was appointed private secretary to tlie broth- 
er of the King of Wurtemberg, and in this position be 
might have been successful but for a curious quarrel with 
the king. 

This monarch was a man of low tastes, coarse manners, 
and extremely bad temper. Poor Weber was often his vic- 
tim, for in bis character of tbe duke's secretary be bad to 
beg from the king whenever his Majesty's very reckless 
brotiier needed money or any other royal favor. On sucli 
occasions the king vented all liis wrath on Weber, and 
treated him at times with insult and contempt. One day, 
after an nnnsually wild scene with the king, Weber left 
the royal apartments, feeling as if be could no longer en- 
dure snch an existence. He stumbled against an untidy- 
looking old woman, wbo inquired where she could find tbe 
royal waslier-woman. 

Weber was still boiling over with rage he bad been com- 
pelled to conceal in the king's presence, and on a mad im- 
pulse be pointed to the door of the king's cabinet, saying, 
" There I" In walked the nnenspiciouG old woman, wbo, 
without recognizing the king, informed his Majesty that 
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the yonng gentleman outside bad told her she wonld find 
the waBher-woman there. The ting, who was well-known 
to hate old women, sprang np, poured forth a volley npon 
the terrified intruder, and ordered Weber to be thrown into 
prison at once. Later he was released; but the incident 
was never forgotten hj the king, who, when an opportuni- 
ty came, revenged himself. 

Weber's father had become involved in bneiness difficul- 
ties, and Carl generously tried to shield the old man from 
disgrace. But while Carl's opera of St. Sjlvana was in re- 
hearsal, and likely to make a great succeBB, tbe king, had 
both father and sod arrested. A mock trial was arranged, 
and the king himself presided over it with his usual fury 
of temper and expression. Young Weber remained calm 
and dignified, even when he listened to the sentence of ban- 
ishment pronounced upon his father and himself, and left 
Wartemberg completely resolved to devote all his heart 
and mind to the pursuit of music. 

A new era in his life followed. He wrote with clearer 
mind and greater success, and ss soon as he freed himself 
from certain evil influences of his life, the very best part of 
his nature developed. It is comforting to think how hap- 
py Weber was in his marriage. His wife was a young art- 
ist, of exquisite temperament and disposition, whom he 
loved devotedly, and who made his home-life as perfect as 
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it conld be, when we remember how manj cares he had, 
and that for years be sufEered with a fatal diBeaee. It was 
for his wife, his dear Lina, that he coniposed the "Invita- 
tion to the Waltz," ever since so famous as a piano-forte 
piece, and it was under much of her inepii-ation that he 
wrote the opera of " Der Freiscliutz." 

Tliis great work was performed for the first time in Ber- 
lin, in 1821, and Weber and his wife spent some time in 
that city preparing for its prodaction. In those days, even 
more than at present, musiciaoB snffered greatly from the 
effects of their rivals to lower tbem and their work in pnb- 
lic estimation, and Weber was not spared snch annoyances. 
But he felt an enthnsiasra in his art which entirety mas- 
tered this petty side of life ; and Sir Juline Benedict, then 
bis pnpil, tells us how Weber spent the day preceding the 
production of the opera. He passed some time at the 
piano, going over a new work opon which be was engaged, 
and gave Sir Julius and Lina the ideal story he had in it. 
The music was tlie since famous concert piece in F minor, 
and it seemed that never had the master played better or 
b^n in a calmer and loftier mood. He then took a ligiit 
dinner and liad a little rest, and so, with his wife and fa- 
vorite pupil, went to the opera-honse. A great audience 
was assembled, and among them a little bright-eyed boy, 
who sat entranced, an eager listener at his father's side. 
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The bo; was deetiaed later to be famous aa Felix Mendels- 
sohn - Bartbold;. The saceess was complete. The com- 
poser was received like a hero of victory, and alight and 
awkward as he was, he stood among his friends great for 
that hour at least. The royalty of genius was alx>ut him, 
and every one paid homage to it. 

Unhappily Weber was not always destined to such tri- 
amphs. Five years passed away, and we find him Id Lon- 
don, where he was already famous as the composer of sev- 
eral operas — "Der Freiaehiitz," "Euryantbe," "Oberon." 
But thongh the latter proved a great success, the public did 
not receive Weber as his friends felt that he deserved to 
be received. Moseheles, the composer and musician, the 
loyal, earnest friend of art and its disciples, with Sir George 
Smart and several others, did all that they could to make 
Weber a successful, happy visitor in the English capital; 
but Weber was fast dying, and every trouble in his pnblie 
life seemed to reduce his failing strength. 

A dear old friend has told me of her last visit from 
Weber — how he toiled np-stairs to her bright drawing-room, 
and, sinking into a chair, declared himself too ill to have 
ventured out. Bnt even at the very last be continued pa- 
tient and gentle. On the evening of the 4th of Jnne, 1836, 
his friends saw him for the last time. As usual, he retired 
alone and bolted his door. In the moiiiing the servant 
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who went to call him got no response. He hastened to Sir 
George Smart, who with Moscheles burst into his room. 
They foand him lying dead, as in a peaceful eleep, bis head 
resting on his arm, his expression one of pure and gentle 
repose.* 

The meaning of the word overture ie literally opening^ 
and in it5 original use had reference to the prelude to an 
opera; but after the close of the seventeenth century it 
began to take form more aa a special kind of composition, 
and later cune to be considered as of direct musical impor- 
tance. In the time of the composer Lnlli, the overture waa 
only a sort of introduction in very slow time, occasionally 
followed by an allegro, with certain repetition and sugges- 
tions of the music whicli was to follow it. Handel gave 
the overture a prominent place and character. Olnok strove 
to identify the mnsic of his overtures with what was to fol- 
low in the opera, and at the same time to preserve its own 
characteristics. 

The overture has shown in many instances the same prin- 
ciples of structure which belong to the first or second move- 
ments of a symphony or a sonata, and Boasini, who has 



* A dear friend of Weber told me that it was quite untrue that the 
BO-called "Weher'B last Waltz" was found under bis pillow. It was not 
trtta WTitten by him, but by one of bla pupils. 
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composed admirable OTertnree, made a special point of what 
is called the crescendo. (Note in liis work also the nse of 
the dominant of the key before the touic.) Beethoven is 
considered to have outrivalled all his predecessors in No. 3 
of tlie foar overtures which he wrote for his grand opera 
of " Fidelio." The theme of the opera is exquisitely por- 
trayed in this overture, and for dramatic effect can Bcarcely 
be excelled. Weber's overtures to his operas take so dis- 
tinct a place in the history of music that bis name must be 
forever associated with this form of composition where it is 
naed as a prelude. In the overture to "Der Freischiitz" 
he makes use of the orchestra in the most skilful and ingen- 
ious manner, suggesting all the characteristics of the opera 
in the most masterly style; and nnless we consider Wagner's 
overture to " Lohengrin " or the " Tannhaoser," no modera 
composer has rivalled him. 

The name as well as the form of overture now refers also 
to a special orchestral piece intended for performance in 
pnblic, whereby the composer can illustrate some special 
allegorical or poetical snbject. Mendelssohn's overtures 
known as the " Hebrides," " A Calm Sea and a Prosperons 
Voyage," are famous examples of this kind, and the Shake- 
spearian prelude which he composed as a boy, and which 
he later combined with more dramatic music for " Midsnm- 
mer Night's Dream/' is regarded as a surprising work of art 
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and eentiment. Berlioz, SebnmaDn, SterDdale-Bennett, Sir 
Julias Benedict, and many other composers of modem 
timeE, have given special attentioii to overtures of this kind, 
and in studying the subject try to investigate also those 
forms of composition known as Iritrodv^iona and Prdudes, 
and remember that the Overture and Symphony have much 
in common. 



D,gn,-.rihyGOO^Ie 



The Story of Music and Musicians. 



CHAPTER XT. 

Tbe Orchestra of Testerdaj and To-day.— Its Origin.— DiatincUon be- 
tween OrcheBtras and Bands.— A Wedding Celebration in the Six- 
teenlb Centurj. — The Due de Jojeuse. — Lutes and Viols.— The First 
Orchestra on Record. — Italian Developmeuta. — Scarlatti's Obligato. — 
One Hundred Tears of Progress. — List of Instruments. — Chamber 
Music — A Conductor's Besponsibillty, — The First Use of the Baton. 
— Mendelssohn's Facility in remembering Work.— An old Sketch-book. 

THBOUQHonr the etory of music and miisicianB, eo far 88 
we have been able to follow it, you will remember certain 
indications or suggestious here and there of what may be 
considered the beginning of the orchestra, and in this chap- 
tw I wish to tell yon something more definite concerning 
it, before reaching the life of a famous leader or conductor 
— Felix Mendelssohn-Bartholdy. 

Wlien yon attend a concert and see before you the order- 
ly and fiystematically arranged rows of mnsioians ; when yon 
listen to their rendering of some fine work, such as Beetho- 
ven's Fourth, Fifth, or Ninth Symphony, some overture of 
Webei'^s, some concerto of Mendelssohn's or symphony of 
Bach's, it will be interesting to yon to have learned whence 
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came the knowledge, or I may say the science, of this ar- 
langement. The story of the orchestra will tell you this. 

The word is taken from the Greek, It really means an 
open space where people sit, bat in the present acceptation 
of the term it expresses a place for an instrnmental band 
and a chorns ; and properly speaking, an orchestra must sit. 

This is one of the chief distinctions between an orchestra 
and a hand. Bands, by right, stand while they play, orches- 
tras onglit to sit — that is, unless the weight of their instru- 
ments compels them to stand. Besides this distinction, a 
baud 18 composed of wind instraments; an orchestra has 
both wind and stringed instruments. 

The first orchestra of which we have any record snS- 
ciently correct to make us certain that snch a term coald be 
applied to it, was in the sixteenth century. 

In France tliere lived a certain famous nobleman, the 
Due de Joyeuse. The splendor and beauty of his enter- 
tainments were renowned, and he was noted for his interest 
in everything which appertained to the art of musie. Wan- 
dering minstrels always found a hospitable shelter within 
his gates. Even the most ordinary dancers of the time were 
welcomed, provided they could accompany themselves upon 
any musical instrument, and " dance therewith tunefully and 
harmoniously" At that time lutes, viols, and flatea of vari- 
ous kinds were nsed with comets, drams, and trumpets, and 
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some inetrnments which had been broogbt to Europe byre- 
turning CrnsaderB. These were combiDed together Id s. sort 
of rude fashion, but with no reference to harmony or their 
relation to each other ; for which rcaeon, as jon may well 
imagine, performances upon them, however namerons or 
skilled the players, could scarcely be considered orchestral. 
However, the Due de Joyeuee believed that something bet- 
ter might be done. On the occasion of his marriage with 
the Lady Margaret of Lorraine, he and some of his tnosical 
friends determined upon producing something decidedly 
novel in the way of musical entertainment oat of the abun- 
dance of crude material tiefore them. An orchestra with a 
certain degree of harmony in arrangement was the result. 
This was in 1581. Old accounts still exist of this perform- 
ance given at the Ch&teaa de Montiers. It was called the 
"Ballet comiqne de la Eoyne," and altbongh as an orches- 
tral performance it had in it the same elements which make 
it appear to ns almost absurd, at the same time there was 
the foundation laid for the genuine orchestra. We read 
that " ballet-dancers in full dress " performed upon the vio- 
lins, while others played upon flutes and some upon harps, 
the entire spectacle being a very gorgeous and brilliant one, 
and the mnsic considered by the spectators as something 
novel and delightful. 

From tliis point we can follow the story of the orchestra 
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rapidly. In Italy the impulse towards music was so wide- 
epread tiiat the orcheBtra was speedily developed. In 1600 
we read of one as attached to an oratorio, and a quaint sng- 
gestion is offered by the composer of the oratorio. He de- 
sires that the characters in the drama sboald be asked to 
carry inBtruments in their hands, and play, or eeem to play, 
during the symphonies 1 

When ninsic became very dramatic in form, when oratorio 
and opera developed an interest in special accompanists, the 
orchestra naturally grew in strength and proportion, and 
asserted itself as a distinct form of musical performance. 
Scarlatti wrote Sne music for two violins — a viola and bass 
— making ase of them exactly ae all composers in every 
school of music have ever since. According to Dr. Burney, 
a well-known authority at the end of the last century, Scar- 
latti wrot« an obligato especially for one instrument in the 
orchestra. 

Within a hundred years from that performance at the 
Chateau de Hontiers the orchestra had reached a point when 
. we can find in it all the elements now in use. The stringed 
band was the foundation then as now, and wind instruments 
were used to " enlarge or to beautify the structure of tlie 
rest by its efforts, and separated by its firm tone and massive 
proportions." Each entered thoroughly into the spirit of 
the orchestra, and arrauged his work for it with the greatest 
12 
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possible regard for delicacy and expression. He objected 
to makiDg bis " effects " too powerful, having a distaste for 
the thunderous in sound or the overwhelming, and accord- 
inglj mncb of his orchestral music is so arranged that many 
critics even of the present da; consider it thin and ineffect- 
ive. Bnt his purpose was not so ninch to display the power 
and figure of an orchestra as to make the inBtmoients carry 
out the idea of spirit and Snish in the composer's work, and 
at the same time to support it by a volume of sound with- 
out doing anything to produce too great a strain upon the 
hearer's capacity. Handel, Mozart, and Beethoven worked 
at the orchestra indefatigably, realizing its capabilities and 
appreciating that a great field lay before them ; that, of ne- 
cessity, much more could be done than had ever been at- 
tempted with a finely organized and conducted orchestra. 

The most accomplished pianist can learn a constant lesson 
from hearing a good orchestra perform the well-known 
works of great mastera ; and in listening to any such per* 
forinance try to observe earefally the different instrumente, 
how they are used, to what pnrpose the composer has pnt 
them, and precisely how far each one infinences the whole. 
A most interesting and useful study is to find ont before 
hearing any orchestral performance the names of the vari- 
ous instruments used, and by means of a dictionary or en- 
cyclopsedia to learn all that is possible about them, the result 
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of which will be that your underBtandiiig and your eiiter- 
taiDiuetit will be decidedly enlarged, and no donbt a concert 
seem thereby to be transformed to you. 

Here is a list of the instruments of a complete orchestra: 
first violins, 15; second violins, 12; violas, 10; violoncellos, 
10 ; double basses, 8 ; Antes, 2 ; piccolo, 1 ; oboes, cor Anglais, 
clarionet, corno di bassetto, bassoon, double bassoon, trum- 
pets, horns, trombones, timpani, cornet-A-piston, bass trum- 
pet, tenor tnba, ophideide, contra bass tuba, harp, bass 
drnm, cymbals. The number and kind of instruments can 
of course be varied to a certain extent without losing the 
effect. 

Chamber mnsic differs from ordinary orchestras becanse 
none of the instruments are doubled — that is, only one of a 
kind is included in it, and it is adapted to a small number 
of performers on stringed instruments. 

Until the beginning of this century the conductor of an 
orchestra sat at a harpsichord among the iustruments, and 
his regulation of the orchestra seems to have consisted only 
in keeping a watchful eye upon them and now and then 
striking a few chorda when tliere was danger of their going 
wrong. Even as late as 1829 Mendelssohn conducted in 
this fashion his symphony in minor at the Philharmonic 
Concert in London ; hat very speedily the baton took its 
place, and abont the same time the position of the so-called 
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"leader" of the orchestra became obsolete. The leader's 
dnty had been to keep the band together, but, as be stood 
among the violins, he had very slight control npon the larger 
nnmber of the orchestra. In the antobiographj of Spohr 
the musician, he gives us a picture of the early condition of 
things, and also of a concert at which he was to direct, when 
he insisted upon leading with a baton and directing from 
the front, " Henceforth,*' to quote the antobiographj, " no 
one was ever again seen seated at the piano during tho per- 
formance of symphonies and overtures." A series of con- . 
certs given in 1845 in London were conducted by Sir Henry 
Bishop and Moscheles, tlie conductor working indefatiga- 
bly then, as at all times, for the advancement of what was 
best in mnsical art, never desiring to promote his own per- 
sonal interests or even popularity at the risk of anything 
whicli should retard the progress of science and cnltnre in 
music. Believing firmly that the trae way to conduct an 
orchestra was in the present approved fashion, he strove 
to forward it, and at length, in 1846, Sigiior, now Sir If i- 
chael, Costa annoanced a concert, and his name simply as 
"conductor" appeared upon the programme for the first 
time. The part of the conductor cannot be too highly val- 
ued. Upon his enthusiasm, as well as his knowledge of 
the work being performed, depends largely the success of 
any performance ; and the finest feeling must be combined 
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with the very fineBt qnalitiee of a true musician, and at the 
same time conductor and performers must be entirely in 
harmony and have worked their way throngh many reltears- 
ale, eo that a familiarity exists, without which their final 
performance cannot be s Bympathetie one. Among the 
many conductors of the past century and a half Bandel and 
Mendelssohn rank supreme, hot the latter nnited all the 
qualities of a trne-born conductor with those of a thorough 
mnsician. Beethoveu could not conduct, not only because 
of his deafness, but because of his curions disposition. Schu- 
mann, who had certain elements of a fine conductor about 
him, was too absent-minded for the work. Moscheles would 
have been one of the first conductors of the age had he bad 
time to devote to the work ; and Mendelssohn stands in this 
century entirely alone. The conductor must study the score, 
must correct all the parts, often rearrange them, see that 
they are perfectly marke'd, and take the responsibility of 
the interpretation given the work which his orchestra per- 
forms. 

Very many stories are told by Mendelssohn's friends of 
how, on certain occasions, when parts of the score were 
found missing, just as the men were taking their places, the 
sympathetic conductor always contrived in some fashion to 
get the work together again: his marvelloos faculty for 
rapid mosical work often coming to the rescne of himself 

D,gn,-.rihyGOO^Ie 



196 The Story of Music and Musicians. 

and his band. Once, on a very important occaeion, while 
the andience were waiting, he dashed oS. a whole part, 
writing it from memory. 

In an old house in London there was, not long ago, a book 
full of Mendelssohn'B sketoheB, when lie and Hoecheles were 
on their concert tonr ; and looking at them — some bright, 
some bumoroDS, alt happy and kindly — one can fancy just 
bow mnch heart and sonl MendelBsohn put into his work. 
He put his fun into it as well as bis pathos. Indeed, what- 
ever the great musician had, he gave it all to those around 
him whea be stood in the conductor's place. 



D,gn,-.rihyGOOglC 



Felix Mendehsohn-Bartkoldy. 



CHAPTER XVL 

Felii Mendelasohn-Bartholdy.— Work and PJay.— The Juvenile Orchestra. 
— A Pretty Picture,— Fanny MendelBsohn.— A Famous Journey. — A 
Letter from Goethe's House. — Moscbelea in Berlin.— A Memorable 
Evening. — The E-fiat Concerto.— Work and Recreation.- Fanny's 
Marriage. — Id London and at Blrminghani. — With the Moscheleses. — 
A Happy Marriage. — PoundingtheConserratoryofLeipsic— Fanny's 
SuddenDeath.-The "Elijah. "—"And behold, the Lord passed by." 
— Last Days. 

Aboot the year 1820, a mnsician in Berlin name Ferdi- 
nand Hiller nsed to watch with interest the games played 
by certain clever little fellows led by a particnlarly hand- 
some lad of ten years. This boy, whose name was Felix 
Mendelssolm-Bartholdy, was qnaintly dressed, and had the 
air of diBtinction which was natnral to the Mendelssohn 
family. He entered into every game with such spirit and 
delight that Hiller was amazed to learn that he was a mn- 
sical genius whose composition and performances were all 
known to an intimate circle of friends. 

Mendelssohn's father was a banker living in the Leip- 
zigerstrasse, Berlin, and Felix, his eldest son, was born in 
1809. He had one brother and two sisters, and never was 
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a family circle more thoroughly happy and harmonious. 
Music was highly esteemed in the honseliold, but, at the 
same time, it was a diBappointment when Felix decided 
npon a muBical career. However, the parents were wise 
enough to see that their son possessed real genius, and so 
they set to work-to give him the best possible edncation. 
So keen was his eye and ear for harmony that when he was 
only seven years old, and took lessons of old Zelter, he 
called the master's attention to a cnrions error in a piece of 
Sebastian Bach's. This was the recurrence of six consecD- 
tive fifths, and it was this remarkable keenness of ear which 
made him later so remarkable as the conductor of a great 
orohestra. 

Felix composed, as I have said, while he was still romp- 
ing with little playfellows in the Berlin streets, and once a 
"Week his father allowed him to assemble certain yonng mn- 
eicians and lead them through some orchestral work. One 
of his most enthusiastic friends has given ue a charming 
picture of these " practices" — the group of earnest perform- 
ers, the boy conductor, still wearing his childish costume 
the round jacket and deep collar, standing on a raised plat- 
form, baton in hand, solemnly and most correctly directing 
the players. 

Felix's sister Fanny was his special favorite and compan- 
ion. She was a brilliant musician and composed readily, 
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although with lees genins, perhaps, than Felix. Several of 
the "Songs without Words" were written by her. Never 
was there the slightest jealous; or any DiisaoderBtanditig 
between the two ; their work and their recreation went to- 
gether in complete harmony. When Felix composed any- 
thing, he conld scarcely wait to show it to his dear " Fance," 
as he would call her. Everything which the two yonng peo- 
ple liked they shared with each other, and yet the two lit- 
tle ones, Paul and Rebecca, were not ahnt ont. It was a 
charming qaartet, and no wonder that the friends of the 
Mendelseolms used to fear the yonng people would be spoil- 
ed by knowing only the happy, prosperous side of life. 

In 1821 Felix made a famous journey. Zelter, his old 
master, was a dear friend of the poet Qoethe, and through 
him came an invitation to the little boy to pass a fortnight 
in the house of the great man. It was certainly a memora- 
ble visit, and Felix, although only eleven years of age, wrote 
charming letters to his parents and his sister, describing his 
experiences. From the first of these I quote; 

" He [Goethe] does not look like a man of seventy-three ; 
rather of fifty. After dinner Fraulein TJlrike, Fran von 
Goethe's sister, asked him for a kiss, and I followed her ex- 
ample. Every morning I have a kiss from the author of 
' Faust' and * Werther,' and every afternoon two kisses from 
father and friend Goethe. Think of that I In the after- 
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noon I played to Goethe for about two hoars, partly fngnes 
of Bach, and partly iraprovisationB. In the evening they 
arrftDged a whist-table, and Professor Zelter, who took a 
hand, eaid, 'Whist means that you are to hold yonr 
tongue.' " 

The attention that he received during this vieit does not 
seem to have touched Felix's sweet natnre with anything 
like affectation or vanity. He returned home ready to en- 
ter into family affaire, studiee, recreation, and the like, and 
to give them all acconnta of his sojourn in Weimar, and 
apparently forgetting most of the compliments which had 
been paid him there. 

In 1824 concerts of fine instrumental music were rare 
even in Berlin, and bo the advent of Ignaz Moscheles, a fa- 
mous virtuoso and composer, was hailed with delight, and 
the excitement which attended the purchase of tickets for 
his first concert was something surprising. Moscheles was 
to play Bach, Beethoven, and Mozart, and also a concerto 
of his own — tlie since famous one in £-flat major, and which 
is a tremendous work for any pianist even at the present 
day. While he was performing this concerto, Moscheles 
observed among his listeners a slight, handsome lad with 
finshed face, and dark eyes brilliant with excitement. Now 
and then the boy would glance across at a tall gentleman 
not far away, who always responded to his look with a 
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pleasant smile and nod of his head. Moeelieles looked also 
at the tall gentloman, and as soon aa he had finished playing 
he approached him and inquired cordially, 

"Now, friend Kapellmeister, are yon satisfied!" 

The Herr Kapellmeister tlius addressed was the famona 
mnsician Hninmel, and he replied in terms of great enthn- 
siasm, and added: 

" My young friend, Felix Mendelssohn, is waiting to speak 
to yon," The boy pressed eagerly forward and canght 
Moechelea by the hand. Something was said abont the mu- 
sic, and then Moscheles accompanied Hummel and the Men- 
delssohns back to the lionse of the latter, where a sapper 
was giren, the children being permitted to remain np ; and 
the meal being at an end, the entire party adjonrnod to the 
mnsic-room, where until daylight one after another of the 
famous musicians present performed to the never-wearying 
delight of their listeners, Moscheles astonishing every one 
by hie marvelloae extempore playing, old Zelter suddenly 
turning aronnd and exclaiming, "Come, Felix, let ns see 
whether yon can show any credit to your teachers. Sit 
down and play whatever comes into your head." 

It seems to me that the scene which followed evidences 
more completely than anything which had occurred in his 
previous life the true genius of Felix Mendelssohn. In- 
stead of rushing to the piano and giving a display of his 
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skill, the boy shrank back, turning pale and declaring that 
he could not play a note. 

Zelter wa6 enraged, and declared that he woald write to 
Goethe that the boy Felix had turned coward. 

"After playing at grand concerts at Weimar," exclaimed 
Zelter, " la this the way yon are going to show the white 
feather V 

"But," exclaimed Felix, "at that time I did not rightly 
know what I was doing ; and now, after those two there " — 
indicating Moscheles and Hummel — "I neither can nor 
oiiglit to play." And with this he rnshed from the room, 
bursting into tears. 

By request Moscheles left the E-flat major concerto, and 
the nest day, to his great astonishment, FeUx performed it 
for him in such a superb manner that Moscheles declared it 
would be impossible for him to consider himself in the light 
of the lad's teacher. 

Soon after this we find Mendelssohn composing various 
works — operas, symphonies, etc., and especially the music 
of the "Midsummer Night's Dream;" soon after which 
he began to dream of his greatest work, the oratorio 
"Elijah." 

Fanny Mendelssohn's marriage did not remove her from 
the charmed family circle. Just back of her father's house 
was a beautiful villa known as tlie Garden Honse, and here 
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she and her husband, the artiet HeoBel, took up tlieir abode. 
Here slie organized the celebrated matineea o£ music, at 
which the flower of Berlin mnsical and aristocratic societj 
was present, and where the noblest compOBitions were per- 
formed week after week. 

Felix's English jonrnejs which he made from time to 
time were fall of pleaenree, both musical and social. With 
his dear friends the Moscheleses he staged constantly, and 
in the honse man; pictures and other reminders of those 
happ;, busy days when Felix and Moscheles worked togeth- 
er still remain. Moscheles had a fnnd of dclightfullmmor, 
and he and Felix seemed just fitted to draw out that which 
was most entertaining in each other. 

Sometimes, after hard work, Mendelssohn would come 
into Madame Moschelea's drawing-room, tired and worn. 
Then that ever-ready friend knew just what should be done. 
She would insist npon his lying down in a darkened room, 
where he wonid often sleep for hours. These long sleeps 
were his salvation, for there was in his family a disposition 
to sadden brain prostration. 

It was Mendelssohn's habit to compose rapidly, and then 
to correct and recorrect some of his best phrases, until 
sometimes Hoscheles would have to insist npon hie friend's 
leaving his MSS. further ontouched. But Mendelssohn was 
never satisfied : he would yield grnmblingly, and declare he 
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never could write ^W^ what he wanted. But to whatgenias 
18 any work perfect % 

Mendelssohn's wife Cecile was beautiful, amiable, and 
sympathetic, and she proved a devoted companion to hiiu 
and a most careful mother. When Mendelssohn and Mo- 
scheles undertook the guidance of the Leipsic Conservatoire, 
Felix's house became a new social and artistic circle, and 
Hiller has given a graphic description of it. 

There was a large dining-room, with a eitting-room and 
bedrooms opening from it. To the left was Felix's study, 
a water-color drawing of which now hangs in Madame Mo- 
scheles's London home. Here were his piano, desk, and some 
favorite pictures, and the small portable easel or writing- 
stand, now also in Madame Mosuheles's possession, which 
he constrncted himself, and on which he composed most of 
the " Elijah." 

One evening a friend found Mendelssohn seated, bnried 
in thought, before hie Bible. He looked up with one of 
those sudden gleams which used to transfigure his whole 
face. " Listen," he said ; and then, in a voice full of agita- 
tion, he read that part of the First Book of Kings beginning, 
"And, behold, the Lord passed by." It had inspired him 
for the " Elijah." 

Those few short years in Leipsic mnst have afforded de- 
lightful memories for the friends who flocked to Felix's 
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hoase. Not onl; was there conBtantly good music, but on 
birthdays and other festive occasions the MoscheleseB and 
Mendelseohns wonid improriae most delightful entertain- 
ments, iato which the great artiste entered with childlike 
enthnsiasm. On one of these occasions, iu which Joachim, 
the celebrated violinist, took a part, Moscheles writes that 
" Mendelssohn was sitting on a large straw arm-«hair, which 
creaked under bis weight as he rocked to and fro, and the 
room echoed with his peals of laughter." 

Felix was at Frankfort when news was brought him of 
his sister Fannjr's sudden death. She had been playing at 
one of her matinees — her fingers suddenly dropped from 
the keys — she was carried into an anteroom, and soon 
breathed her last. From that time Felix's spirits drooped. 
Not only did he mourn his si8ter!s loss, but her early death 
seemed to be prophetic of his own. 

On the 9th of October, 1847, he composed his last work, 
" Tlie Night Song." That same day he came to see the 
MoBcheleses, walking slowly throngli their garden, and then 
going out with his friends for a stroll, daring which he 
talked of Cecile and her coming birthday. From this he 
went to the home of an intimate friend, Frau Frege. There 
he attempted some music, bnt was forced to give it up. He 
went home, and a little while after his wife found him pale 
and cold upon the sofa. The next dwy the symptoms of 
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braio trouble began, and on November 4, 1847, he expired, 
at the age of thirty-eight years. 

It has been given to few human beings to pass a life so 
tinclonded by care or sadness, eo full of love and sympathy 
and the joys of snccess, as Felix Mendelssohn's. In the thir- 
ty-eight years of his life he included more work aod more 
simple joy than many who live beyond the allotted three- 
score-years-and-ten, and it is a relief to tarn from sad lives, 
such as Mozart's or Weber's or even Beethoven's, to one like 
his. Everything sweet, everything that was tinged with the 
sadness which comes over any artistic spirit, yon can find ta 
hi8"Song8 without Words;" every tiling grand and sublime 
in his oratorios of "Elijah" and "St. Paul." 

When he lay dead his earliest intimate friend, Edward 
Devrient, tells us that he seemed to be buried in flowers, 
for to his bier his friends brought everything that was rare 
and fragrant in tliat November season. He looked, Dev- 
rient said, once more as he had looked when a boy, Dev- 
rient, who had been his tenderest companion, kissed his 
brow for the last time, and of that moment he writes— 
" The span of time in my remembrance enclosed the whole 
of happy youth in one perfect indelible thought." 
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CHAPTER XVn. 

A Trio : Chopin, Schubert, and Schmnann.— CJhopin In Paria.— Auc- 
dote of a Memorable Visit.— Flowers and Nocturne*.— A Brief Story. 
— Schubert's Life. — Teactiing School and Compoung. — One Stonny 
Afternoon.—" The Erl Eing."— Beethoven's FrieDdibip.- Last Days. 
—Robert Bchumano.— A Brilliant Oeniua.— Little Clara Wieck.— A 
Happy Marriage. —Sad Years,- His Last Hours, 

Thbeb composers seem to occur to our minds together — 
Francois Frederick Chopin, Franz Schubert, and Hobert 
ScLamann. For mjself, the mnsic of Chopin seems always 
to sa^^est certain Bcenee in his life, and some of it involun- 
tarily brings to mind a scene described bj an old friend. 

It was in Paris, when Chopin was about twenty-five years 
of age, a slim, refined-looking young man with a gay smile, 
although very melancholy eyes, and my friend and her 
painter cousin met him in the market-place of the Madeleine 
buying violets and some other spring flowers, after which 
they all walked across the sunshiny sq^uare together to Cho- 
pin's apartment, where he had a charming salon fall of 
softly tinted draperies, of flowers, some dusky old portraits, 
and some watepcolors, light in tone and delicate in senti- 
ment Chopin was in excellent musical humor. He played 
13 
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for them, going from one thing to another until nearly even- 
ing. He improvised, and would turn hie head back from 
the piano, looking from one to another, well knowing the 
sympathy he wonld read lu their faces. My friend told me 
that her memories of Chopin at the piano, as on this occa- 
sion, were very wonderful and precioas to her. Sometimes 
he wonld grow absorbed, and look like the embodiment of 
his own most melancholy mnsic, bnt his tonch was light and 
flexible ; no one, unless it was Moscheles, Liszt, or Kubin- 
etein, ever played his impromptns in any way as well as he 
did himself. No musician's work seemed so entirely part 
of the composer's very sonl — to be the outcome of his own 
personal feelings, his own fancies, his wild, fantastic, and 
pathetic longings; aud for this reason one likes to think of 
him at the piano in the beantifnl room, playing, improvis- 
ing, and, as it were, dreaming over the strange chords, the 
brilliant arpeggios and bewildering chi^matic passages, 
while all about were the fragrances of spring Sowers, violets 
and daffodils, a heaping jar of narcissns, and great bowls of 
lilacs, white and purple, mingling their odors with the 
dreamy sounds. I wished that my friend had bad more to 
tell me of that one day in Paris. Somehow, as I have said, 
Chopin's mnsic calls it readily to mind. He had gone oat 
to buy the flowers as a sort of inspiration ; and certainly the 
music that resalted always lived in my friend's memory— 
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part of her thought of the man himself, for Chopiu's iiiDBic 
was dietinctl; personal. Some critics think it overladen 
with sentimeDtality, ao element young plajers are too apt 
to get into their style, and c-ertainlj to be strictly avoided ; 
hut Chopin, it seems to me, had too much real genius to 
make this predominate. Everything he wrote has its tinge 
of melancholy, everything has a little undercurrent of fan- 
ciful feeling, which breaks out now and then, like the spray 
of a fountain, into something which ends in thin air before 
yon can catch all its lights; hut the fonndation is solid, and 
when you play any of Chopin's music, remember not to be 
carried away by the idea that it is all to be expressed in 
lightness and delicacy. Try to find the deeper thought first, 
and then weave yonr daintiest feeling of tlie mnsie about it. 
Chopin's history was brief, and melancholy at the last. 
He was bom February 8, 1810, at Zelazowa-Wola, a PolisU 
village near Warsaw, and he died at Paris in 1849. His 
father, who was French, settled in Warsaw, where he was 
a professor at the Academy, and where be had also a first- 
elass private school. Little Frederic was bronght up with 
lads of refinement and good-breeding, so that, as a child, ho 
saw little of the rougliness of life. His mother, who was a 
Polish lady of extremely sensitive temperament, gave him 
his first ideas of [>oetry and romance, and perhaps from 
her he inherited the tingo of melancholy which followed 
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him throDgli life. Bat as a youth he was gay enough, fond 
of amnsements and all sorts of fan. 

Before he was nineteen lie had become a finished pianist, 
And as tliia was onlj in 1828, it was more of afeat than it 
conld he now. His teacliers and friends were anxious for 
him to be known and applauded in the world, and bo he 
went from Poland to Vienna, where lie quickly gatliered a 
circle of friends abont him, who listened and admired as 
mnch as his dearest masters could wish. At this time every 
one interested in any way in music, whether as an art or in 
performance, was full of cHriosity to see and hear the yoang 
Pole, and when he arrived in Paris he created a sensation 
in society as well as in musical circles. 

Besides liis art young Chopin had the reputation of be- 
ing an enthasiastic patriot. The revolution in Poland was 
just over; every one who came from that unhappy conntry 
seemed to have an air of romance about him, and the young 
mnsician, with his graceful beauty, his melancholy eyes 
and smile, playing as no Parisian had ever heard waltzes 
and polonaises played before, was naturally a strong attrac- 
tion in the capital, and so he was soon established there, 
and gathered a wonderful circle of people about him. He 
knew all the famous men and women of the day. If some 
people found him cold and selfish, at least he seemed to 
have truly loved some of his chosen friends, and by many, 
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both among hie papils and his friends, he was absolntelj 
adored. 

Unfortnnatel; Chopin's healtli, never very strong, began 
to break soon after his twentj-fifth year. He went to 
Majorca to seek health, but I'eturned to Paris only to break 
down again ; and jet lie had, like many people of his artis- 
tic natnre, an energy and feverish activity which kept him 
up. So, in spite of remonstrances, he went to London, 
played there, and went constantly into society, burning ont 
with a rush his feeble little tamp of life. He hastened back 
to his beloved Paris, where a favorite pnpil, M. Gntman, 
had everything in readiness for Mm. 

But Chopin's strength had entirely failed. He passed 
his days in weariness of mind and body, grateful for the 
loving attentions of friends, and particularly soothed by 
music. His pupil Gutman, his sister, and the Countess 
Potocka nursed him constantly, and they wheeled his piano 
to the bedroom door, where they could play and sing for 
him when he desired it. One evening about five o'clock 
be seemed dying, bnt suddenly he opened his eyes, and 
looking at Oonntess Potoeka, murmured, " Sing." 

She was weeping bitterly, but she went to the piano, and 
there sang the canticle to the Virgin, that wonderful song 
which Haweis tells us once saved the life of Stradella. 

These were among the last sounds that reached the musi- 
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cian's ears. He died the peaceful death so often accorded 
to those who hare snSered much with hie disease, and 
while he la; in bis last sleep friends came, filling all the 
room with flowers. Every one knew of bis passionate love 
of them, and so, late roees and early autumn blossoiOB, and 
even spring violets and pansies, were strewn about him, 
until he seemed, they say, to be resting in some strangelj 
sweet garden of God. 

- Chopin's great art was in his harmonic progressiorUf 8 
term better to be understood after some study of thoroagh- 
bass, though even without this some idea of the meaoiug 
may be obtained and improved upon by studying different 
parts of different works. 

A progression in harmony is, strictly speaking, the follow- 
ing np of one chord into another. An excellent idea is that 
chorda should not be regarded only horizontally, as we are 
accustomed to think of them before us on the printed page, 
bnt as well vertioaliy, which suggests to our mind their 
movement or on-going from one to the other. A chord is 
the combination of any tones, and the simplest chord of all 
is formed by adding to the tone its third and then its fifth, 
which ia known as the triad symphone or concord from 
which all other chords are formed. The principal chords in 
tlie scale are known as the tonic, the dominant, and the sub- 
dominant, because their first notes are taken from the tonit^ 
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dominant, and enb-doiniDsot of tbe scale. A number of 
changee, inversions, etc., belong to the arrangement of 
chords; and as progreasion depends so mncb npon tbem, 
their careful etud; ehonld be regarded by any student as a 
most important branch of his or her work in mnsic What 
endless beauties may be wrought in progressions Chopin's 
mnsic shows in perfection. 

In Chopin's impromptus bis peculiar power is most evi- 
dent An impromptu is a piece written down, yet in the 
style of extempore playing, or improvisation. Many musi- 
cianB have been noted for their fine ideas in extempore 
playing. This is, to take np some musical idea, sit down, 
and at the piano elaborate it just as the ideas came. In 
impromptus the musician gives tbe idea that be is doing 
likewise, and the result in the music of Chopin and Schu- 
bert is eometliing very fascinating. It may be as well to 
say that Beethoven and Mendelssohn never used this term 
for any of their music, but Chopin seems to have created it 
as something too dignified not to take a first place among 
musical significations. When yon can play with ease 
Chopin's impromptu in 0-sharp minor, or his impromptu 
Opus 36 (Opus stands for workX then yon may feel that the 
drudgery of finger esercise is at an end, though its practice 
should be perpetual. 

Schubert, the second in the trio I have mentioned, waa 
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born in 1797, and was the yonngest eon of a family of eigh- 
teen, and from earliest childhood showed a passion for mu- 
sic : melody seeming to come as natnrat to him as the rery 
air he breathed. At thirteen, overtures, quartets, sympho- 
nies, all sorts of compositions, were ponring forth from the 
young musician's brain and fingers, no sort of hardship 
daunting him, poverty and a rather rude home-life offering 
no obstacles whatever to his work. In 1816 SoUnbert was 
engaged in teaching little boys in his father's school, an oc- 
cupation which seems to have afforded him no particular 
annoyance, probably because he worked at it mechanically, 
allowing his brain to employ itself as it would with musical 
composition while he listened to the a-h ah and the mnlti- 
plication table of his little pupils. Having escaped one af- 
ternoon somewhat earlier than usual from his work, he sbnt 
himself up in a little room, the only spot belonging entire- 
ly to himself in his father's house. He had obtained pos- 
session of a volume of Goethe's poems, and sitting there he 
read the " ErI-king." Something seemed to fill his heart and 
mind and very soul as he read. It was an hour of tremen- 
dons inspiration ; the words seemed to him to go to an ac- 
companiment of mshing wind and of a fantastic melody; 
the forest stretched before him — the father and child riding 
on seemed to him to move to harmonies which he could 
not restrain himself from uttering ; and then and there he 
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ieized bis pon and wrote out the song which will be forever 
famone, never afterwards having to correct a single line of 
it, and occnpying only as much time in the performance of 
this remarkable work as it took to actnally write tlie notes 
down Dpon the paper. If Schnbert had never written an- 
other line, hifl fame might well rest upon this composition. 
Every great singer, every great pianist has undertaken an 
interpretation of it ; tliousands have been realized by the 
pnblishers of it, and in the lives of varions people we read 
of the efEect prodnced by it upon their minds at different 
important periods; as, for instance, when Jean Panl Rich- 
ter, the poet, dying and blind, desired, a few honrs before 
his death, to hear it sung for the last time; and we have 
also a picture of Goethe, aged, and living much in the past, 
begging of Madame Devrient to sing it once more for him. 
Schnbert, warm-hearted, aUhoiigh at times intensely mel- 
ancholy, had a charmed circle of friends; but he was not 
always a good companion, his natural inclination to depres- 
sion depriving him of that element of honhomie which is 
necessary in order to be always en rapp<yrt with one's gay 
companions. He was plain in appearance, not strong, al- 
though rather large, and walked with a stoop which made 
him awkward; but he was capable of all the Buffering which 
comes from a sensitive and nervous temperament, and he 
had trouble enongh to excuse many of his morbid feelings. 
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Seethoren, dnring his lasf; illness, learned to appreciate 
the younger compoeer, and between the periods of his great 
Btiffering he spent mach time poring over Schubert's ransie; 
and almost in his last moments the eyes of the great master 
rested open his friend, and it is said that he strove mainly 
over and again to sa; something to him as he held his hand 
in a last farewell. In keeping with a G-ernian fashion, 
Schubert and some of his friends, on the day of Beethoven's 
f nueral, drank to the soul of the great man. Some one sug- 
gested to drink to the one who should go next, whereupon 
Schubert started up, and filling a glass, turned aside, drink- 
ing to himself. 

It is not possible to give yon here a full account of his 
various symphonies, quartets, masses, quintets, sonatas, and 
songs; the last great work was completed in 1828. This 
was the seventh symphony in C, and it was performed to 
a crowded and enthusiastic audience. Fame and worldly 
snccess were just reaching forth their bands to lead hira to 
the heights of peacefal content, but his health completely 
failed. In November, 1828, he expired at the age of thirty- 
one. 

At Leipsic the news of Schubert's death reached painful- 
ly a young man who had been his devoted admirer since 
boyhood. This was Robert Schnmann, then a lad of eigh- 
teen, working hard, composing, and building the foundation 
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for a great mnsica) career. SohnmaQo's first strong impe- 
tus towards a musical life was when, at nine years of age, he 
made a jonrney to Carlsbad with a relative to hear Mosehe- 
les play, and the influence of this master^s technique never 
left him. His father was a bookBeller at Zwickau, in Sax- 
ony, and altliough he knew little of music, interested him- 
self strongly in his sou's talent, and at the same time gave 
him an excellent education. After leaving the University 
of Leipsic he travelled, making the acquaintance of various 
famous people and absorbing much material which he was 
later to tarn to excellent acconnt ia his musical composi- 
tions. To follow Scliumanu's life would be highly inter- 
esting to the student of Jiis work, since in it we find so 
many evidences of what influenced his compositions. The 
story for many years is a highly interesting one, including 
the events which led to his marriage with the gifted daugh- 
ter of tlie old musician known as Papa Wieck. 

The first performance of one of Schumann's symphonies 
took place at Zwickau in 1S32, and Clara Wieck, then a 
girl of thirteen, was the pianist. Schumann, as well as all 
who heard her, was filled with euthnsiaem, and from that 
moment seems to have adored the child who was later to 
become his wife. He had Tiot poverty to contend with, and 
was therefore able to indulge many of his fancies in a mu- 
sical career, and also to become interested in the publication 
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of a musical paper. He associated himself with all the lead- 
ing inusiciane and authors of tlie day, and on his marriage, 
in 1840, life seemed to begin with every promise of human 
happiness. Both husband and wife shared simple domestic 
tastes, and at the same time were heart and soul musicians. 
Clara Schnmanii* was tlie leading pianist of Germany, and 
he was one of its first composers. Their home at Leipsic 
formed a noted centre for everything that was delightful 
artistically, but both husband and wife enjoyed periods of 
sevlusion and study. The intimacies of the Schumanns 
with Mendelssohn, Brahms, Joachim, and others are almost 
famous, so inspiring and devoted were they ; but in spite of 
all that was so attractive in home and artistic life, Scba- 
mann's health failed : the natural tendency towards the mor- 
bid, which had always been a strong element in his nature, 
increased, and the last years of his life were passed in a pri- 
vate asylum near Bonn. His insanity took the form of 
melancholia. Naturally his mneical work impressed him 
strongly, and various themes hannted biin, so that he was 
driven to the verge of despair in trying to work them out. 
The very last came with the consolation of a more peaceful 
period, and in the arms of his wife, July 29, 1856, he passed 
quietly away. 

* Uadame Schumann atlll continues to delight the most cultured au- 
diences (1866). 
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CHAPTER XVni. 

Hiulcal Culture.— A Tomig Qirl's Diary. — Steppiag-Btones. — An Over- 
tomautic Student 

One A&y s gronp of girle in a foreign conservatory sat 
down to disoass what mnsic they liked best. With one ex- 
ception, all were Amerieans, who had recently entered the 
B Conservatory. The preference was for operatic mu- 
sic; with some for Beethoven, and others for Mendelssohn, 

Their musical education had been of the ordinary sort. 
They had studied compositions which were selected with 
no view to progress, and with no systematic idea of the 
right sort of caltivation, yet all were tolerably good per- 
formers; that is, their facility had jnstified them in going 
abroad to stndy in a regular inasical school, and, like most 
American students, they had quick minds, a genuine ran- 
sical enthasiasm — not the sort of patience or diligence which 
marks the German student, not the brilliancy of the French 
girl, who learns to make use of her fingers with marvellous 
rapidity, but their appreciations were ready to be cultivated, 
and their kind of enthasiasm was wholesome. 
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A jesr later any one of the group would have been snr- 
prieed had she been reminded of the opinions expressed hy 
her that day. System had stepped in with the alow bnt 
sure culture of a whole year's hearing of only the very best 
mneic. If yon were studying astronomy or chemistry, would 
it occur to you that you could by any chance profit by mix- 
ing up all the chapters in yonr test-books, taking np any 
part at any time, and giving the end the first place in your 
mind } I am sore such a plan would seem absurd in the 
extreme; yet so few young people studying music stop to 
consider the necesstty of avoiding juet sncli a ridicalons 
jumble, that in this chapter I want to talk about certain 
arrangements for musical practice which I have seen work 
very well. 

To begin with, remember that every moment yoa can 
give to yonr piano is valuable if used in the right way — 
five minatee at a time is profitable; on the other hand, 
every moment waeted iu stupid or careless playing is a di- 
rect injury. Of course, even in our severest studies we 
like to be amused, and one always can be amused at the 
piano, except when one is playing finger exercises, over 
which yon can at least be interested. 

A very entertaining thing is to have a musical diary, in 
which one records each day what was practised or learned, 
with comments on the composer's style, any peculiar forma- 
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tion of chords or arrangement of notes, and any portions 
which have Beemed most difficult. Yon have no idea, until 
yoa make the esperiment, how euch a book marks one's 
progress, and how interesting it becomes to look back upon. 
Beading such an one the other day, I was amased and in- 
terested in noting bow difficulties which in January seemed 
insurmonntable had vanished by May. This book was kept 
with alternate leaves of mnsic-paper carefully inserted, so 
that the owner, who was certainly an anxions, if not a brill- 
iant Btndent, conld put down or make note of anything 
which ocenrred to her as she wrote, and sometimes the re- 
sult was very interesting and entertaining. At the end of 
each month the resnlts were summed np with a note of 
what had been accomplished. Perhaps a few pages from 
BQch a diary will servo to illustrate my idea : 

^^Jamiary Sd. — Practised one hour to-day on Czemy's 
studies, and half an hour's Plaidy, the old five fingers. I 
then tried Mozart's minnet in E-flat major, hoping to make 
the staccato parts less heavy. After playing it a few times, I 
htmted out some bits of my esercis^ with special reference 
to those pieces, and after ten minntes found I could go back 
to the minnet mncb better. Bead four pages of Haydn. 

"January ith. — Usual exercises practised, the minuet and 
Schumann's ' Slumber Song.' Noticed the peealiarities of 
some of the bars, and bow very necessary it is to make the 
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left-hand work emoothlj. Worked ten minutee extra on 
left.haod finger exercises. Found it rather hard work. 
Went to one of Von Balow'e conoerta in the evening, and 
returned wondering if I could ever accomplish anything. 
Was delighted to Jiear that he practised finger exercises an 
bonr a day. He played Beethoven's ' Sonata Appasionata,* 
and fairly rushed it. I Iieard that Beethoven composed that 

sonata during a terrible thunder-storm, and Mr. says no 

one can play it like Liszt, and that when Bubinstein plays 
it he is apt to alter little bits here and there jnst to suit his 
mood. When I heard Madame Essipoff, she took a great 
deal of it very tenderly. Von Billow is very effective, but 
certainly tremendous over it. 

"January 6th. — Tried to read the ' Appasionata' with 

Mr. . Too much for me, bnt it gave me an idea of the 

majesty of the whole thing. In practising Mendelssohn's 
' Spring Song' to-day I suddenly discovered how to do the 
arpeggio in the bass, and worked simply at those portions 
witboat reference to the rest for a time. Mendelssohn 
wrote the ' Spring Song' for one of his sister's festiv^ ocea- 
fiions. When Moscheles went for the first time after Men- 
delssohn's death to see his wife Cecile, he played the ' Spring 
Song' for her, and it bronght back to them both all their 
tenderest memories, so that it mast have been most dear to 
the composer. 
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*' Jasmary %(h. — Mies H spent two hours here to-day, 

and played all Borte of things. She has just come home 
from four years' musical study abroad, chiefly in Dresden 
and Berlin. She showed me how Deppe teaches his pnpils 
to hold the fingers — to curve the hand always slightly out- 
ward and sink the kunckle part a little. She did some ex- 
ercises very well, but her manner was excessively languid. 
She does not seem to have much musical instinct, and so it 

seemed to mo waste of time, unless, as Mr. says, she 

could devote herself to harmony, and so enjoy music as a 
science. I played two of Chopin's waltzes for her, and was 
very glad of the suggestions she offered me about my finger- 
ing, which it seems to me I ought to consider more than I 
do. She described Liszt's manner as very entertaining. He 
is never twice quite alike, she saye— sometimes satirical, 
sometimes playful ; but she says his playing can never be 
described. It is simply perfect, especially in all legato pas- 
sages. She used to see Tausig very often, and said that ex- 
cept Liszt he was the most wonderful pianist she had ever 
heard — but such an eccentric creatnrel like some half- 
liuman thing, quite elfish. He died very young, and was 
a great loss to the musical world. 

".FeJrwary \«t. — In my musical note-book to-day I took 

for an example in modulation the ' Largo Appasionata ' from 

Beethoven's Sonata, Opos No. 2, The original key is D, 

14 
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and it works readily into the dominant, bnt goes from that 
into D minor. For a endden transition it is remarkably 
beantifnl, and the manner in which it works back to D is 
highly interesting." 

These gnotationa from a young girl's diary, which, as yon 
see, was concerned only with musical matters, will perhaps 
show yon what might be done in this way ; and I am very 
sure snch a book would add greatly to the interest of mu- 
sical stndy. Various anecdotes of different compositions are 
included, as, for example — 

" February lOih. — I played Schubert's 'Serenade' to-day, 

with G doing the violin obligato delightfully. He told 

me that Schabeii had composed this charming work, with 
its suggestions of moonlight and rose- scented gardens, in 
the midst of the din and racket of a carousal from which 
he escaped, leaving his companions over their beer and 
songs at one end of the restaurant, while at the other, in 
an open window, he sat jotting down notes for this exqni- 
site song." 

And again: 

"When Mendelssohn was composing the 'Elijah' he was 
in doubt about one passage, and accordingly he went to an 
intimate friend who was likewise a good critic, and played 
it over for him without saying whose or what it was. When 
he had finished, Mendelssohn calmly inquired, 'What do 
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yon think of that ? at least, what would be your opinion of 
a work in which that could be included V 

" ' That it ought to make the composer faraons,' was the 
answer, whereupon MendeUsoUn said nothing and went hia 
way; bat so strong was the impression made upon his im- 
promptu critic's mind, that he declared that to him the whole 
of the 'Elijah,' when he heard it later and recognized this 
portion, seemed to be concentrated in that one particular 
portion, or to radiate therefrom." 

From one of the monthly " summinga up " I will quote a 
passage: 

"May i\8t. — This month I feel I have accomplished very 
little in the way of expression, but & great deal in overcom- 
ing certain difBcnlties. I really can play the E minor scale 
fairly well, and the ' Moonlight Sonata ' no longer stares me 
in the face as something which I am never to execute. I 
have made, this mouth, a careful stndy of musical terms, 
writing them all down with definitions." 

At the end of the year the diurist has put down a list of 
what she had learned and what concerts she had attended, 
and in a little companion volume the programmes of the 
concerts, with photographs of the performers. 

There was no special literary merit in that little book, bnt 
I can safely say it carried the writer over tall places, and 
uow suggests many an hour of work made fascinating in- 
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stead of prosaic. The romantic element ia musical etndj 
can be carried to a very ridiculoos extreme, yet it maj safelj 
be allowed to tiuge one's labors ; for no art possesses sncb a 
field for poetic aspirations. 

I- would not for worlds suggest to my yonng readers to 
follow the example of a young person of twelve whom I 
once knew, and who went through a whole year of very 
commonplace musical study — in which, I am sorry to say, 
she accomplished but little — pretending to hei^elf she was 
in Vienna studying at a conservatory, the protegee of a fa- 
mous master, giving concerte and being treated as a prodigy. 
Little MisB K , who, as yon see, had a most vivid imagi- 
nation, used to take her lessons with her little head just full 
of these fancied scenes, and on leaving her teacher's house 
wonld walk home with a servant, still assuming to herself 
that she was in Vienna, the observed of all observers. No 
profit came of all this to her playing, as you may easily be- 
lieve, for in her case the ardor all went to the imaginary 
side, and the necessity of real work did not occur to her. 
It is well for yonng students to feel tlie poetry and loftiness 
of the art they are pursuing, bnt they should at the same 
time avoid eccentric vagaries. 
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CHAPTER SIX. 

The Purpose of the Book.— Technique. — Standard Authorities.— Pro- 
fessional Pianists. — Bocks on Mueic. — Conservntories at Home and 
Abroad— The Expense of Foreign Study.— Sliining Lights.— Au- 
thoritiea nsed. — Hoir to studj Music profitabij. 

DuBmo the appearance of a portion of this little work in 
Habpeb's Young People, a great many questions bave been 
written me in regard to metbods of stndj, instmction, and 
tecbnique, and it seemB advisable to address a final cbapter 
to all ench friendly inqoirers, aa well as to any readers who 
inigbt be interested on tbe same points. To all saeb let 
me in the commencement say that I have neither the abil- 
ity nor the desire to do more than make general helpful 
suggeetions through this book \ that methods of piano prac- 
tice are too various to classify ; that good instruction is the 
only kind worth having, and, fortunately, may be had in 
almost every city in America to-day, while foreign masters 
have learned to regard db as a tuneful and decidedly music- 
loving nation, according a special welcome to American 
students. 

Technique is the foundation of art, and the study of har- 
mony, gnided by professors and writers like Cornell, Par- 
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ker, Bicbter, and varions other standard antliorities, has ad- 
TBDced to a position wherein it is considered as part of the 
general cnlture as well as art of the day. Professional pi- 
anists are so nnmerons that the beet of music maj be heard 
on all sides, and this is certainly the most useful Bort of 
stimalns to the young student. Books on mnsic, technical, 
biographical, and discnreive, are to be had by writers whose 
professional standing warrants their most dogmatic Dtter- 
aaces. 

In America conserratories of mnsic have been started in 
all the principal cities, and in many instances are well man- 
aged and conducted. Abroad, the schools of Leipsic, Berlin, 
Paris, Stuttgart, etc., rank highly on the Continent, while in 
London two academies give a fine conrse of musical stndy 
and possess varions scholarships. To give an estimate of 
the expense of musical stndy abroad, as I have been con- 
stantly asked to do, is a difficult matter, since so mach 
depends upon the place of etady chosen and the methods 
pursaed, bat I think that any prudently inclined student 
might be safe to ventnre abroad for musical educatioa on 
an income of five hundred dollars a year, while I have 
known of its being done on even lees. 

Fifty years ago the number of professional pianists was 
so small that an amateur rarely bad an opportunity for 
hearing good mnsic or the least incentive for study from 
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prominent examples. At tbe present day, while Liszt, Ra- 
benstein, and Yon Bolow head the liet, a host of shining 
lights follow in their train, and the world seems full of 
the harmonions echoes they have wakened into life. It is 
scarcely possible to mention these artists all by name, bnt 
among prominent women of the day, all of whom I take 
for granted are willing to recognize Madame Clara Schn- 
mann as the leader of their sex in her art, we may pay this 
brief homage to Madame Eesipoff, Madame Helen Hopekirk, 
Mademoiselle Janotha, and Madame Madeleine Schiller. So 
many new stars are constantly appearing, that before these 
words are printed it may bo that other names will seem to 
belong to the record of famons ^nonif^ of the day. 

I tnist that it will be seen by all my readers that no ad- 
vice is offered in this little volume as from a professional 
inusiciaQ, and that no suggestions contained within its pages 
are intended to do more than stimulate the ardor of the 
student who is working under good instruction. 

All anthoriticB consulted have been tbe best; all those 
quoted hare been long recognized as governing musical de- 
cisions. The varioQS methods for study suggested are the 
result of practical experience, and incidents relating to liv- 
ing persons or their friends have come from the most direct 
source. Personal sentiments which are only matters of 
taste need not Jiave any special weight with the reader 
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whoBe experience in mueical life inclines Iiim to an oppo- 
site opinion, since, fortonatelj, the world of art is large and 
fertile enongh to include every variety of individnality. 
The technical portions of the book, as may readily be seen, 
are introdnced only to illnstrate or explain the form of 
composition especially under consideration, or to roase an 
interest in the real study of harmony; while it is to be 
hoped that the lives of the great masters — the cliissicists — 
will give to piano stndy the tonch of inspiration which 
comes from the story of those who have caused the divine 
art to nnfold and reveal its treasures — to open wide its por- 
tals to those who knock with the password of interpreta- 
tion ready on their lips. 

Music must be loved to be studied profitably, but even 
then it reaches the depths of the heart and soul by a proc- 
ess of absorption which culture certainly develops. Each 
new step taken in the right direction widens the horizon 
and suggests new possibilities for the loving student, and 
it is an art which to snch an one can never be thankless 
while the heart beats or the ears are not deaf to sound. 

I can hardly do better tlian to bid my young readers 
farewell with an extract from Haweis's "Book on Musical 
Memories," in which he speaks of the power of music over 
mind and body ; 

" Music is not only a body bealer, it is a mind regulator. 
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The great educational fanction of tnasic retnaine almost to 
be discovered. The future mission of music for the million 
is the Discipline of Emotion. * * * Music rouses the emo- 
tions. Inward activities, long dormant or never before 
awakened, are called np, and become new powers within 
the breast ; for, remember, emotion nerves for action. The 
etnpidest horse that goes up hill to the sound of bells, the 
timidest soldier that marches to battle with fife aod drum, 
the most delicate girl who spina round tireless in the dance, 
the poorest laborer who sings at hie work — an; of tliem is 
good enough to prove that music rouses and sustains emo- 
tion. * * * Music disciplines and controls emotion. That 
is the explanation of the art of music, as dlstingnished from 
the mere power of the musical sound. You can rouse with 
a stroke ; bat to guide, to moderate, to control, to raise and 
depress, to combine, to work out a definite scheme involv- 
ing appropriate relations and proportions of force, and va- 
rious mobility — for this yon require the snbtle machinery 
of an art; and the direct maobinery for stirring up and 
regulating emotion is the wonderful vibratory mechanism 
created by the art of music." 
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Gliick, 105, 106, lOfr-lia. 

" Go," 113. 

Goethe, SOI, 202, 204. 

Good- breeding in iniuio, 72. 

Qood-Frid*r, 90. 

Gospel choruses, 63. 

Oonnod, 161. 

Gradual progressioDB, U, 

Graud fugues, 60. 

Grave sonDde, 139. 

Greater iutervals, 50. 

Greek lyrical dimiaas, 95. 

Greeks, 97. 

Gregory, St., 33, 44, 152, 153. 

Guicciardi, CountMs, 169. 

Qutmau, M., 213. 

H. 
Half-bar, 59. 

Half-Blepe, 49, 60, 5S, 57, 72, 76. 
Halle, 84. 
Hamburg, 55, 114. 
Handol, 59, 79, 80, BJ-8&, 87, 88, 109, 

127, IBS, 193, 195. 
Haiiorerian court, 79. 
Harmonica, 110. 
Harmouio cbaiiges, 60, 
Honsouic forms, 61. 
Harmonic progreuioDS, 314. 
Harmauy, 32, 43, 44, 46, 56, 69, 112. 
Haiinony class, 33. 
Harps, SO, 114, 193. 
Harpsiohord, 18, 19, 86, 106, 119, 140. 
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Haweis,S13,234. 

HaydQ, 13, 25, 117, 119, 130-133, 1S9, 

167,225. 
"Hebrides," 186. 
Heory IV. of France, 98. 
Henry VII., 14. 
Killer, 197, 206. 
Historical oratorios, 91. 
Hollaod, 166. 
Holyshead, 88. 
Homophonic, 97. 
Hopekirk, Helen, Madame, 233. 
Hiicbaldns, 40. 
Hummell, 303. 
Hnmpbriea, 103. 
HuusdeD, Lord, 16. 
HyiuQB, 103. 

I. 

" Icli lasse das mSdoben daa nioht 

wUl," 147. 
" H oamo Sassone," B6. 
" U Pamaaso," 111. 
Imperfect fifth, 49. 
iDiprovisiug, 60, 
Interval, 48, 76. 
luterral, imperfect, 48. 
luterval of diminished seventh, 61, 

72. 
Introduction, 187. 
lustra cti on, 331. 
"Iutroit,''l®. 

" Invitation to the walti,' 182. 
" Israel in Egypt," S7. 
" It cornea from thenoe," 133. 
Italian C, 58. 
Italian masters, 163. 
Italiao opera, 98. 
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Janotho, UBdemoiselle, &21. 

"Jepbthab,''89. 

JoBoMm, 3(77, 232. 

Jeeait College at Eommotaa, 106. 

"Jogbuft,"K(. 

" Judas Maccabeus," 89, 9S. 



Kapellmeister, 203. 

Keller, 114. 

Keller, Add, 119. 

Key, 72. 

Key-notes, 72, 73,128. 

" Key of C," 78. 

Key-tone, 73, 7a 

King of Wnrtembaig, 191. 



Lsorimoeo, 140. 

" L' Amfi paraaaso," 9&. 

Landmarks, 44. 

"La Ressnrerione," 91. 

"Lascia ch' lo Pianga," 60. 

Latin fugare, 57. 

Lawos, Henry, 70. 

Leadiog note, 73. 

Leading principles, 73. 

Leget lines, 40. 

Leipsic, 206, 230, 23S. 

LeseeT third, 50. 

" Let there be light," 12S. 

Libretto, 96, 120. 

Liahuow'sliy, Princess, 36. 



Limitations, 56> 

Literature, 64. 
LoaiBXUI.,99. 
Louis's court, 57. 
Liilli, 99. 
Lutee,28. 
LyFee,28,95. 
Lyric drama. 111. 



Uadrigals, 14, 69, 97, 104, 136. 

Magnificats, 159. 

Main rales for the fugae, GS. 

Major interval, 48-50. 

Major key, 59, 73, 87. 

Mi^or scale, 48. 

Major second, 50, 51. 

Major seventh, 76. 

Mantna, 95. 

Mannscript page, 54. 

Maria de Modici, 96. 

ie Antoinette, 105, 111. 
Marine, 30. 
Ma8S,43, I1& 
Masses of notes, 71. 
Mass in B minor, 160. 
HasB, Marcelli, 148. 
Mass, requiem, 146, 158. 
Masterly manner, 57. 
Material of a key, 73. 74. 
Measure, 7, 
Hediwval, 01. 
Melodic form, 155. 
Melodious forms, 100. 
Melody, 41, 44, 152,156. 
Melody chant, 154. 
Melvil, Sir James, 16. 
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UendelBHohD, Poimj, 204. 
MendelBSohn, FeUi, 87, 28, 64, 68, 

113, 144, 175, 195, 196, 200-206, 
MeDdelssohn, Madame, S7, 228. 
Messiah, 76, 79, 86, 89, 92. 
Metbod, 112. 
Metre, 70. 
Metre of mneio, 70. 
Middle agea, 90. 
Middle C, 48-50. 
MilaD, 109. 
Milton, 104. 
Minor oodencee, 93. 
Minor interval, 48, SO. 
Minor key, 5fl, 73, 
Minor scale, 75. 
Minor scale of E, 30. 
Minor seventb, 52. 
Minor sixtb,76. 
Minor third, 76. 
Minuet, 121, 128, 130. 
Moderately qnick, 72. 
Molto, 129. 
Mciuodis, 97. 

Montpenaier, Mademoieelle de, 99. 
Moochelea, 27, 26, 202-30a 
Mozart, 16, 2S,26, 111, 121, 129, 130, 

134-149. 
Musical academy, 66. 
Musical diary, 45, 227-^230. 
Musical drama, 95. 
Mnsicol ideas, 71. 
Musical notation, 51, 53, 
Musical note-book, 53. 
Musical taste, 72. 
Musical terms, 44. 
Musician, 53. 
MoHic-book, 67, 63. 
Hosic-IoWng nations, 55. 
IS 



Music mannscript, 64. 
Maaio roasters, 114. 
Mu8io-Tooni,85. 

N. 
National hymn, 123. 
Katorals,??. 
Neum», 39, 41. 
Notation, 48. 
Note, 44. 
Note-book, 44. 
Notre oher Glack," li: 



Octave, 4S. 
Ohrdruff lyoenm, 53. 
Opera, 33, 43, 94, 96, 122. 
Opera-house, 80. 
Operetta, 104. 
Operatic styles, 100. 
Oratorio, 33, 43, 87-89, 133. 
Orchestra, 33, 64, 95, 123. 
Orchestral uusic, 106. 
Organ, 56, 60,83,106,119. 
Organ i at, 53, 64. 
Original key, 7S. 
" Orpheus and Eurydice," 11 
Overture, 96. 



Papa Haydn," 121. 
Parker, 48, 231. 
Paris, 333. 
PaaBacaiUee, 56, 59. 
PasaaglU,69. 
Passion musio, 63, 63, 6E 
Passion oratorios, 63. 
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Pathetio movement, 60. 
PathoB, 121. 
Pepnsch, Dr., 87. 
Perfect iiit«rvBl, 48, 49, 5£ 
Perl, 43, 96, 98. 
Phnwe, 44. 
Pianist, 70. 
Piiuio-foTte,13,66. 
"Pieces," 69. 
Poetry, 60. 

Polypbonio BchooU,97. 
Pope, 87. 
Presto, 12:, 128. 
Primary accent, 73. 
Prime, 49. 

ProgTBBsiooB, 73, 74. 
Pealterieg, 38. 
Parcell, Heury, 103-105. 



Batio of soon'^ 49. 
Beoitatiye, 63. 
Bed line, 39. 
Beformation, 63. 
Beinkin, 55. 
Belated key, 74. 
Belative miqor, 128. 
BeligiooB performance, 62. 
Rest, 72. 

Beiiter, Heir, 117. 
Rhythm, 69, 70, 78. 
Ehytbmical meaning, 71. 
Riohter, 219, 232. 
BieB,S2. 



Binocoini, 96. 

Binoldo, 80, 86. 

Roman a, 97. 

Rondo, 128. 

Rabenstein, 33, 233. 

Biilea,98. 

Roles of hu'mony, 56, 99. 



Sacred and secular maaio, 109. 
Sacred poeme, 90. 
Salzborg, 138. 
" Samson," 89, 
SarabandcB, 66, 59, 60, 132. 
" Sanl," 87. 
Saxony, 84. 

Scarlatti, 56, 86, 99, 100, 127, 160. 
Scherzo, 121, 128,130, 133. 
Schiller, Madeleine, Madame, S33. 
Schroter, 90, 
Schnbert, 129. 

Schnmann, Clara, Madame, 222, 233. 
Score, 41, 42, 98. 
Score of MeBslah, 93. 
Secondary accent, 72. 
Second movemeat in sonataa, 128. 
Semibreve, 41. 
Semitone, 40. 
Seven steps, 48. 
Seventh centuiy, 43, 60. 
Shakespeare, 16. 
Signal are, 75. 
Sistine chapel, 157. 
Sixteenth ceutnry,60. 
Solo singers, 66. 

Sonata, 77, 113, 119, 125, 128, 130, 
132. 



Sonata, perfection a£ the, 2 
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Song, 44, 103. 

Soprano, 119. 

Sonnils, 73, 

Soiitli Kensington Mnsenin, 98. 

Spain, 62. 

Spencer, 16. 

Spinet, 18, 28, 84, 105. 

8tafF,4e. 

Standard rules of art, 113. 

Stave, 40, 69. 

Steps, 52, 70. 

Stradella, 100. 

Stretto, 61. 

Stnatt, Mary, 16. 

Study, 233. 

Stnttgart, 232. 

Saabiu, 132. 

Sub-dominant, 74. 

Satgect or motif, 60, 74, 112. 

Snite, 125. 

Swinging utterance, 71. 

Symphony, 113, 128, 130. 

Systematio gronping of notee, 70. 



T,40. 

" TBonhanser," 186. 

"The Battle of Prague," 21,31. 

The family of notee, 46. 

" The Harmonions Blacksmitb," ( 

" The Magic Flate," 14S. 

Theme, 112. 

" Theodora," 69. 

The Pasaiun niiiBia,63. 

" The Tempeat," 104. 

Thomaa-Elrche, 60, 64. 

Thorn as- Bohole, 60, 66. 



Time, 161. 
Torrelli, 173. 
Trivirga, 38. 
Twelve scales, 77. 



V. 
Varatanda, 60. 
Vibrations, 40. 
Vienna, 117, 119. 
Violin, 53, 56, 119. 
Virginal,14, 15, 18,2f 
Vocal parts, 43. 



Wagner, 96, 186, 
Walpole, Horace, ILl. 
Waltzee, 2ia. 
Warsaw, 211, 
Weber, Carl Maria Ton, 

177-185,208. 
Weber family, 146-148. 
Weimar, 203. 
Werther, SO. 

" We eat down in tears," ■ 
Westminster Abbey, 103. 
Whole steps, 50. 
Wieck, Clara, SSI. 
Windsor, 80. 
Words, 129. 
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INTERESTING BOOKS FOR YOUNG PEOPLE 

Published by HARPER & BROTHERS. 



PEPPER AND SALT; or, Seaaoning for Young Folks. Prepared bj 
Hoiruu> Pile. Beautiful); and Profuse]; Illustrated b; the Author. 
4tD, niuminated Cloth, |a 00. 

THOMAS W. KNOX'S WORKS. 8vo, Cloth. Profaaelj Illustrated. 
THE BOT TRAVKLLERa IN SOUTH AMERICA. A Jonmay Ihrongh EeuulDr, 
Peni, Bollvli, Braill, Piraguay, ArgenUde Republic, ud Clltii Willi Doscrip- 
Uone of Vojttta opoa tbe Ama^nn and I.a Plain Sireri. 13 00. 
THE VOYAGE OF THE "VIVIAN" ig iha Norili Pole »ni) Bejoiul AdTentnr«« 

arTwo YonlbB lu Uie Open toUi Sea. (3 M. 
THE BOr TRAVELLERa IN THE FAR BAST. FIts PuM, |3 Off each. Tbe 
FtTB Part! ID a Boi. flE 00. 
Past I. JAPAN AND CHINA. 

Pabi 11. 8IAH AND JAVA. Wllh DtecrlpllDU of Cochin China, Cambodia, 
Samatni, bdiI the Malsf Archipelago. 

P«T III. CEYION AND INDIA. With Descrlpllon* of Borneo, Iha Philip, 
pine lalandR, and Barmah, 
Pabi IV. EGYPT AND THE HOLY LANDv 
PiBi T. JOURNEY THBODGH AFRICA. 
BQNTINa ADVENTUBBS ON LAND AND SEA Two Parti. |3 £0 eiCh. 
Taut I THE YOtINO NIURODS IN NORTH AMERICA. 
Put IL THE YOUNG NlHRODa AilOUND THE WORLD. 

CHARLES CARLETON COFFIN'S WOEKE Four Toluiues. Copiously 
niastrtted. 8vo, Cloth, |S 00 each. 

THE 8T0RY OF LIBERTY. THE BOYS OF 'II. 

OLD TIMEa IH THE COLONIES. BUILDING THE HATIOH. 

INDIAN HISTORY FOR YOTINO FOLKS. B; Fbahoib 5. Duu. Co- 
pioual; Illaatntted. Sto, Cloth, $3 00. 
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Intert$ting BookM for Young People. 



HABPEB'S TOtJKG PEOPLE. Bound Volumw II.. m. IV., and V. 

Vol VI, jvit rtady. (Volume I. mt of print.) 4to, Cloth, {3 80 each. 
Each Volume coDtaina Che 62 Numbers for a year, with over 800 pagei^ 
and about TOO Illuetrations, 
HABPER'S YOUNG PEOPLE SERIEa Ill'd. ISmo.aoth, tl OOpervoL 

TOBT TYLER; OR, TEN WEEKS WITH A 0IB0U3, By Juma Ona. 

HR STDBBS'a BROTHER. Bsqnel w "Tob; Tfter." B;JumOnK 

TIM AND TIP, Bj Jum Ona 

RAIBINO THE "FEABL" BfJuiBBOna. 

LEFT BKHIMC ; OR, TB(f DAYS A KEffSBOY. By Jun Ona 

THE MORAL PIRATES. By W. L Atum. 

THE CRUISE OF IHE "OHOST," ByW. LAujis. 

THE CRDISE OF TBE CANOE OLUB. By W. L. Aum. 

THE ADVEIO^RES OP JIUUV BROWH. By W. L. Aum. 

MILDRED'S BAROAIN. AKD OTHER STORIES, By Lnci C. LiLLia 

NAN. By LcoT C LiLua 

ROLF HOUSE. By LocT C, LiLUB. 

THE STORY OF MUSIC AKD UrSiaANS. By Lnoi G. Lima 

THE FOUR IIACNICOLR By Wiluah Buck. 

WHO WAS PAUL GRAYSON F By JOHM HlBEERTOK. 

THE TALKING LEAVES. Ad ludiwi SUiry. By W. O. SroDDiBD. 

TWO ARROWS : A Story oT Red uhI While. By W. 0. Stoddud. 

THE ICE QDEEH. By EasffiT IsaEBaoLL. 

THE LOST CITY ; OR, THE BOY EXPLORERS IN CENTRAL ASIA. By 

PRINCB LAZYBONES, AND OTHER STORIES. By lira. W. J. HAra 
STRANOE STORIES FROU HISTORY, FOR YOUNO PEOPLE. By GBoaaa 
Cabt EoOLiaTOK. 
WAKULLA : A Slory or AdieutDre in FlotirU. By C. R, Hnraoa 

DIDDIE, DUMPS, ASD TOT ; OK, PLANTATION CHILD LIFE. By 
LoDiBI ClabeI'Fiuiilu. Illustrated, lemo. Cloth, f I 00. 

NEW GAMES FOE PAKLOB AND LAWN. Bj 0. B. BiBtLWt. lemo. 

Cloth, f 1 00. 
FOLITIOS FOB TOUNQ AUERICANS. Bj Chablib Nobdhoti. ISino, 

Half Leather, 75 cent^ ; Papei, 40 centa. 

QOD AND THE FUTURE LIFE. The ReasonableneBS of ChriMiaiiitj. 

Bj CBASLEa NoBDHorr. lemo, Cloth, f I 00. 
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IntertBting Books for Young People. 3 

THE BALL OF THE VEGETABLES, nod Other Stories in Prose and 
TeTM. B; Uasqabei Ettinci. Illustrated. Sto, Cloth, |2 00. 

THE BISTORT OF A HODNTAIN. B7 tuemt Siolus. niDstrated 
by L. Benaett 12mo, Cloth, |1 25. 

THE ADVENTURES OF A TOUNQ NATURALIST. Bj Ldomh Bust. 
With 117 niuBtratJons. 12mo, Cloth, %l 76. 

AN INVOLUNTAEY VOYAGE. By Luciiti Biini. Illustrated. 12nio, 
Cloth, $1 2S. 



THE STOBT OF THE PEASANT-BOT PHILOSOPHER (Founded on 

the Early Ijfe of Fergnaoii, the Shepherd-Boj AatroDomer.) By Hembt 
HiYHEff. lemo, Cloth, |I 25. 



THE WONDERS OF SCHNCE ; or, Youog Humphry Davy. The Life 
of a Wonderful Boy. By H»ii«i Uathiw. I81110, Cloth, |1 2B. 

THE BOYHOOD OF GREAT MEN. By John G. Enois. lUustrated. 
ISmo, Cloth, |1 00. 

THE FOOTPRINTS OF FAMOUS MEN. By Joair 0. Emak. I1Iu». 
trated. lemo, Cloth, |I 00. 

mSTORY FOR BOYS; or, Annals of the Nations of Modem Europe. 
By John G. Emjab. Illustrated. lemo, Cloth, %\ 00. 

SEA-KINQS AND NAVAL HEROES. A Book for Boys. By Jom Q. 

Edois. IlluBtrated. ISmo, Cloth, |1 00. 

THE WARS OF THE ROSES. By Joan Q. Enais. lUastrated. lemo, 
Qoth, |1 00, 
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4 Intereiliaff Books for Young People. 

HOW TO GET STRONG. AND HOW TO STAY SO. Bj- WnxiiK 
Blueu. With Blostnitions. 16mo, Cloth, (1 00 ; Paper, CO ceaU. 



CAST UF BY THE SEA ; or, The AdrentureB of Ned Gray. By S[r 
Sahdel W. BiKiB. Illustrated. 12iao, Cloth, |1 25 ; 4to, Fap«r, 16 cts. 

THE ADVENTURES OF REUBEN DAYn)GES ; Serenteen Yean and 
Four MoQthe Captive among the Djaks of Bonieo. Bf J. GitUMWOOD. 
670, Cloth, |t 2G ; 4(0, Faper, 15 cents. 



HOHES WITHOUT HANDS : Being a Description of the Habitatjona of 
Animals. Bj the Rev. J. G. Wood, U.A., F.L.S. With about 140 Ulus- 
traUons. 8 to, Cloth, |4 GO; Sheep, (6 00; Half Calf, |e 76. 



CAMP LIFE IN THE WOODS ; and the Tricks of Trapping and Tt»p 
Uaking. By W. Hauiltoh Gibson, Author of " Pastoral Days." lUus- 
trated. 12mo, Ck>tb, |1 00. 

DAVIS'S NIMROD OF THE SEA. Nimrod of the Sea; or, The Ameri- 
can Whaleman. By WiLLUU U. Datis. With many lUusttations. 

ISmo, Cloth, |2 00. 

BEID'S ODD PEOPLE. Odd People: b^g a PopaUi Description ot 
Sngular Races of Uan. By CaplaiD H&tvi Riid. With Illastntioiu. 
lemo. Cloth, TG centa. 
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InlereslMff Books for Young People. 



FRIENDS WOBTH EKOWINO. GlimiiseB of American Natural His- 
tor;. Bj GemsT Inqibboll. DtuBtrated. 16mD, Clotb, %l 00. 

PAUL B. DU CHAILLU'S WORKS ON AFRICA. Five Volunwi. 11- 

luBtrated. 13mo, Cloth, 11 00 each. 

THE COnHTRT OF THE DWABFa. UT APINGI EINGDOH. 

WILD UFE UNDECR THE EQUATOR LOST IN THE JDNQLE. 

STORIES OF THE GORILLA CODOTRT. 

BOUND THE WORLD; including a Residencs in Victoria, and a Jour- 
nej bj Rail acroea North America. B^ a Boy. Edited bf Sakhil 
Shilu. DluBtraCad. 12mo, Cloth, |1 50. 



STORIES OF INVENTORS AND DISCOVERERS in Sdenca and the 
Useful Arts. B; John Tmna. Blustrated. 12ma,Clotb, |1 00. 

OUR CHILDREN'S SONOS. lUustrated. Sro, Cloth, (1 00. 

FAMOUS LOSpON MERCHANTS. A Book for Boys. Bj H. R. S\ix 

BouBHi. IlluBtrated. 16mo, Clotb, %i 00. 
PRAIRIE AND PORECT. A Description of the Guno of North Amef^ 

ica, with Personal Adrentures in their Fursnit. B; Pabkbb Oii,i.hom. 

lUuatraled. 12mo, Cloth, %\ 00. 

PU6&«AT HEW, and Other New Fairy Stories for my Children. By 

E. H. Kkatohbcll-Hcgibhiii. IlluBtrated. ISmo, CloUi, |1 2S. 
FAIRT TALES OF ALL NATIONS. By £dodau> LABOOLATt. Traos- 

lated by Habt L. Booth. Illustrated, lamo, Clotb, Bevelled Edges, 

taOO; out Edges, |3 fiO. 
LAST FAIRT TALES. By £i>ouabd Laboulati. Translated by Mabt 

L. Booth. Illustrated. 12mo, Cloth, BeTelled Edges, |2 00; Gilt 

Edges, |2 60. 
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Interesting BooJct for Young People. 



THE THODHAND AND ONE NIGHTS ; or, Tbe Arabiaa Nigbta' Enter- 
tabmenta. TraDslated and Arranged for Ftunily IteBding b; E. W. 
Luc 600 Illuatretiona. a roU., 12[na, Cloth, |S 00. 



JACOB ABBOTT'S WORKa 

BdEMCB FOB THE TOVNa UloBtnted. i 



7IUNC0NIA SrOKIES. UlllBtreled. Iflmo, doib. 711 cents each. 

UALLEVIIXfl WALLACE. MARY EBSEIHK 

UABT BELI. BEECHNUT. RODOLPHUS. 

ELLEN LINN. CTUYVE9ANT. CAKOLINE. 

LITTLE LEARNER SERIES. lUoelntcd. 1«1UD, doth, 7G cents euh. 
LEARNING TO TALK. LEARNING ABOUT COMMON THINGS 

LBABNING TO THINK. LEARNING ABOUT RIGHT AND WRONG. 
LEARNING TO BEAD. 



IN NEW YORK. IN VERMONT. 

ON THE ERIE CANAL IN BOOTON. 

IN THE FOBESTS OF MAINE. AT THE SFRINGHELD ARM0E:Y. 

RAINBOW AND LtCKY SERIES. lUnstniled. 16mo, Crotb, TS cenls eutk. 
HANDIE. THE THREE PINES. 

BAIHBOWS JOiniNEr. SELLING LDCET. 

DP THE RIVER, 
TODNO CHRBTIAN SEBlEa lUuBlPatfid. IStoo, Clotli, II Til mch. 
TBE YODNQ OHRISnAN. THE WAY TO DO GOOD. 

THE CORNER STOHB. HOARYHBAD AND II<DONHER 

THE YOUNG CHRISTIAN. A U«morlBl Vslume. Wilb a Sketch of ibe Aulb< 
bit one of hla Bona Bleel-Plola Portrait of tlie Aathor, Hnd Wood-oati. Utai 
CIMh, »!3 00. 
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Intereatinff Books /or Young People. 



CYRUS THE GREAT. MART UUEEN OP BCOra 

SABins TSG GREAT. QCBEH ELI2ABETB. 

ZERXE3. CEARLES L 

ALEXANDER THE GREAT. SEARLES IL 

R0KULD3. HERNANDO COBTBZ. 

HANNIBAL EENBT IT. 

PTSRHTia LOUIS XIV. 

JCLttJS CSSAS. UARU AHTOINGTrR. 

CLEOPATRA. HADAUE ROLAND. 

HERO. JOSEPHINE. 

ALFRED THE GREAT. JOSEPH BONAPAitTB. 

WnXIAU THE CONQOEBOR. HORTENSE. 

RICHARD I. LOUia PHILIPPE. 

RICHARD IL GENGHIS EEAN. 

RICHARD IIL KINO PHILIP. 

HAROARET OF ANJOD. PETER TEE GREAT. 

THE HISTORY OF SANDFOBD AND MERTON. B7 TnoMAa Dai. 
IBmo, Half Bound, 16 cents. 

JOHN BONNEH'S CHILD'S HISTORIES. 

CHILD'S HI3T0RT or GREECE LluBlroted. S toIr , 18mo, Clotb. d SIX 
CHILD'S HISTORY or ROUE, lllgalrsted. a Tola , Iflmo, Glotb, 12 60. 
CHILD'S HlSTORr OP THE UNITED STATEB. New Edition. Revieed, (um 
CloMofthB RebeUloD. Ulnstated. 8 vola, iaiDo,CloUi, 



13 71. 
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